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Abstract 
Discussions of gendered representation in film, and contemporary art practices that draw on 
cinematic language, largely focus on the inescapability of the authorial male gaze. This focus fails 
to account for how female artists and filmmakers negotiate gender in their work. It fails to 
acknowledge how women practitioners have learnt to see, and neglects the agency of the viewer. 
To See and Be Seen: Cinematic Constructions of Gender and Spectatorship in Contemporary Screen-
Based Art addresses how gendered representation can be structured within visual art practice 
through a series of creative moving-image works. Using the aesthetic language of French New 
Wave cinema as its primary point of departure, this research project investigates how gendered 
representations are constructed by cinematic language. In doing this it proposes latent 
possibilities present within the dominant gaze created by patriarchal relations of power. By 
exploring these possibilities in creative works that explore the gendered syntax of film through 
digital platforms of spectatorship, this project reveals how the ‘masculine’ authorial gaze is learnt 
culturally; and how this can be recontextualised by the female artist. The authorial gaze 
addressed in this project is not limited to the vision of the auteur, but also addresses our desiring 
gaze as spectators, where I argue, the conditions of viewing directly construct and alter our 
scopophilic engagement with cinematic representation. 
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Introduction 
This research project addresses the ways in which viewing gendered representation is structured 
in contemporary visual art practices. By exploring a constellation of research questions 
surrounding the gaze and representation in contemporary art, it investigates: how vision is 
constructed through cinematic culture; how the ‘masculine’ authorial gaze is learnt culturally; 
how this gaze can be reworked and remade in works (through adopting the roles of actor, 
director, cinematographer, and editor); how these works reveal latent possibilities present within 
the dominant gaze as created by patriarchal relations of power; and how the spectator’s 
environment alters their experience of the gaze.  
 
The notion of the gaze addressed in this project is not limited to that of the auteur, but also our 
desiring gaze as spectators, where the conditions of viewing directly construct and alter our 
scopophilic engagement with cinematic representation. The creative works that form the basis of 
this investigation grapple with both the problematic issue of gendered authorial vision and the 
role of the spectator in constructing the meaning of cinematic images. 
 
The representations considered and analysed in this project are those constructed by the western 
perspective, and the history of western images of representation is the history of the masculine 
gaze.1 As proposed by Jacques Lacan, ‘the gaze’ in its simplest definition relates to the mirror 
stage, where we gain an awareness of ourselves as objects (Grosz 1990, 77). That is, we are 
seeing that which is outside of ourselves. For Lacan the gaze is also “contingent on the possibility 
of being seen” (Grosz 1990, 79), and the anxiety that this creates. This anxiety is displaced 
during the experience of cinematic spectatorship through our privileged position as viewers in 
the darkened auditorium. In this experience the subject/object dichotomy created by the two-
way gaze, where we are aware of seeing and being seen (both subject and object) is transformed 
into a one-way gaze, turning the act of viewing into voyeurism.  
 
Feminist film theory takes this concept of the voyeuristic gaze of cinema further to reflect on the 
kinds of representations offered by directors of the Hollywood studio system, the auteurs of 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
1 This premise has been analysed elsewhere, such as in Laura Mulvey’s article Visual Pleasure in Narrative Cinema 
and more broadly in Feminist Film Theory. This conception of the gaze is not further explored within the 
parameters of this research but is utilised as a starting point for my research into cinematic ways of seeing. 
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French New Wave and beyond. In her groundbreaking essay, Visual Pleasure and Narrative 
Cinema, Laura Mulvey states that, "In a world ordered by sexual imbalance, pleasure in looking 
has been split between active/male and passive/female. The determining male gaze projects its 
fantasy onto the female figure, which is styled accordingly" (1979, 19). The resulting ‘male’ gaze 
referred to by Mulvey is built upon these power systems, but goes beyond them to focus instead 
on authorial notions of seeing reliant on essentialist constructions of gender and desire. It is this 
understanding of the gaze, in which the auteur assumes the ‘active’ or male position, that is 
investigated through this research project. As a female auteur, I have learnt this language of the 
gaze and worked with it to examine how my own act of seeing opens up the constructions of 
filmic language and representation.  
 
Chapter One of this exegesis discusses the feminist paradigm that informs the project as a whole 
and establishes its key principle: that gendered vision is an all-pervasive, but socially constructed 
phenomenon understood as the male or masculine gaze. I argue that this gendered gaze is not 
biologically determined or essentialist, as male desire is not necessarily related to the gender of 
the filmmaker or spectator, but instead is linked to Freud’s definition of the libido (and therefore 
desire) as inherently masculine (Flitterman-Lewis 1996, 20). It follows then that a woman who 
desires, who has learnt to desire through a dominant culture based on patriarchal systems, will 
therefore also desire and see in a “masculine” way.  
 
In this project our understanding of the gaze and how it is utilised is reconsidered in the context 
of Luce Irigaray’s assertion that when analysing the work of a female practitioner we must 
analyse not simply what she has made and therefore how she sees, but also how she has learnt to 
make/see (Robinson 2006,18).  Chapter Two of this exegesis explores this question of ‘learning 
to see’ by considering a number of key contextualising practices2, in the fields of cinema and 
cinematic contemporary art practices. This focus includes the filmmakers and artists Agnes 
Varda, Alain Resnais, Cindy Sherman, Candice Breitz, Hiroshi Sugimoto and Cardiff/Miller. 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
2 There are a number of important early feminist film works omitted from this exegesis because they fall outside the 
scope of this research project. However, significant works that reconsider the gaze from a feminine perspective, such 
as Carolee Schneeman’s Fuses (1965) and Chantal Akerman’s Jeanne Dielman, 23 Quai du Commerce, 1080 Bruxelles 
(1975) should be acknowledged for the ground-breaking work that they undertook with regard to desire, the gaze 
and representation. For the purposes of this research, the exegesis focuses on the European New Wave as a key point 
of aesthetic influence for the creative works. Alexandra Juhasz’s interviews with key feminist filmmakers, Women of 
Vision: Histories in Feminist Film and Video (2001) discusses this history in more detail. 
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Firstly, films by two members of the ‘left bank’ group of the Nouvelle Vague, Agnes Varda and 
Alain Resnais, are analysed to see how they adopted the dominant gaze of Hollywood cinema. 
This chapter discusses how each auteur addressed this gaze differently in their films, and 
questions the gendered position of each. Their films, Varda’s La Pointe Courte (1954), Cleo From 
5 to 7 (1961), and Resnais’ Hiroshima Mon Amour (1959) and Last Year At Marienbad (1961) 
form the primary cinematic context for this research. These films are analysed to map ‘learnt’ 
cinematic language, as well as examining how each film/maker deconstructed this language by 
using discontinuity in narrative structure, specific formal devices3 and constructions of gender. 
 
The constructions of gender created by Agnes Varda in Cleo from 5 to 7 have been particularly 
important to this project in highlighting the significance of masquerade to the creation of 
cinematic identity. In her book, The Sex Which Is Not One, Luce Irigaray identifies and expands 
on this concept of masquerade as a strategy utilised by women operating within a patriarchal 
system. The American artist, Cindy Sherman’s Untitled Film Stills (1977-1980) exemplify how 
masquerade can be used to open up the mimesis of representation created by narrative cinema in 
contemporary visual art. In these stills Sherman re-casts herself fifty-nine times as seemingly 
different protagonists in a range of filmic constructions. This repetition of the image of the self 
borders on the notion of hysteria described by Irigaray as a negative consequence of a 
masquerade when taken to the extreme, but does not cross over into it. The practice of Candice 
Breitz, on the other hand, pushes this re-performance or re-editing of the Hollywood heroine 
through mimicry into the realm of hysteria as a way of deconstructing this representation of 
gender. 
 
Breitz’s works Becoming (2003) and Him and Her (1986-2008) are key examples of how the 
artist plays with gendered constructions through both re-performance and re-editing. These 
installations are analysed from the standpoint of complicity; while the works critique the system 
of Hollywood image making, the resulting installations reflect Breitz’s own pleasure in looking. 
Notions of complicity present in my own re-articulations of cinematic imagery are melded with 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
3 For a comprehensive analysis of the formal devices of cinema please see David Bordwell and Kristin Thompson’s 
book, Film Art: An Introduction.  
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Jacques Ranciere’s notion of The Emancipated Spectator and the concept of metamodernism4, to 
articulate my position as spectator/maker/viewer. 
 
Spectatorship as a gendered cultural construct is examined through Susan Stewart’s writings on 
longing, particularly with regard to the concept of the miniature. As the cinemas re-created 
within this project have been dramatically reduced in size, the relationship between the 
spectator and the cinema, as well as the image displayed, is altered. The altered experience of the 
site of spectatorship is also explored through the collaborative works of Janet Cardiff and George 
Brues-Miller. Their dioramas and walks are of particular relevance to my research as they both 
re-make and alter traditional experiences of spectatorship. The re-imagining of formal constructs 
of representational space exemplified by these works has influenced my own practice-led 
research, and led me to elaborate on these dialogues from my position as a “feminine” maker. 
 
The process of practice-led research in this project is demonstrated through my method of 
making, which operates as a cyclical process encompassing constellations of criticality and 
creativity. Chapter Three addresses the methodological approaches and working methods central 
to the design and realisation of this body of research. Methods of particular importance to this 
process are analysed to reveal how my own gaze has been learnt, as well as how I work within 
the limitations of this construct. This process is cyclical, where one area continually feeds into 
the next, but the creative research is based largely on my scopophilic deconstruction of French 
New Wave film.  
 
Scopophilic deconstruction brings together my pleasure in viewing filmic representations, as well 
as an analysis of this pleasure, informed by dialogues surrounding deconstruction. In this process 
visual signifiers associated with the representation of the female protagonist, from the setting she 
is placed within, to the gestures performed, are re-viewed, questioned and examined. This is an 
integral phase of the research methodology, as it is through the linguistic system of 
deconstructing the original cinematic construction that possibilities for altering these 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
4 Metamodernism describes an attitude or feeling found in current contemporary art. In their paper, Notes on 
Metamodernism, Vermeulen and van den Akker propose that this current cultural feeling or zeitgeist combines both 
the idealism of modernism and the skepticism of postmodernism, where artists continue to question without the 
expectation of one definitive truth or answer (2010, 5). Metamodernism will be further defined in Chapter Two in 
relation to other dialogues of complicity and spectatorship. 
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representations become known. These possibilities are then developed through creative research, 
through the re-performance and recording of cinematic vignettes with myself as protagonist.  
 
Methods of re-performance and recording are utilised to explore the latent possibilities of the 
masculine gaze to alter or further fragment the deconstructed filmic representations. These dual 
processes of re-performance and recording are complicated through my position as performer 
and auteur, where I am both in front of and behind the camera; both seeing and seen. To enable 
this doubling of roles, the process of review is utilised to understand how the camera records, 
frames and enables ways of looking in conjunction with my own gaze as auteur. The review then 
feeds back into the re-performance, recording and editing processes, where the processes of 
analysis, play and chance are used. 
 
The methodology of editing utilised in this research project combines Nicholas Bourriaud’s ideas 
on Postproduction with the strategy of discontinuity exemplified by the Nouvelle Vague. By 
playing with French New Wave devices of editing, such as crossing the line and disrupting the 
narrative structure, in conjunction with my approach to digital editing, such as looping and 
pausing, the representations become discontinuous. It is through this discontinuity of 
representation, where the seemingly ideal façade of the protagonist begins to fragment, that the 
gendered construction of this representation is opened up for contemplation. The methods of 
deconstruction and discontinuity employed in the editing of the work are further extended 
through the process of installing the work.  
 
When installed, the discontinuities of the edited work extend beyond the representational space 
of the screen and into physical space through the process of reconstructing the cinema. The 
reconstruction of sites of silver palaces, when combined with the edited isolated cinematic 
vignettes, create a narrative space that has no beginning, middle or end but is cyclical in its 
layout and structure. Moving through these screen-based installations, the viewers are 
encouraged to construct and deconstruct their experience of the vignettes through their gaze. 
Navigating the space, the viewer becomes seen as well as seeing, altering the one-way voyeuristic 
conception of cinematic spectatorship, to become a two-way engagement between body, screen 
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and potentially other viewers. As the maker of the work, I then review and reflect on this cycle of 
viewing, and this folds into how I approach the next creative work.  
 
This ongoing process of viewing, deconstructing, re-performing, re-editing, re-making and re-
viewing is evident throughout the creative works produced over the course of this project. 
Chapter Four analyses the key works that have shaped and expressed this doctoral project’s key 
research findings. The initial works, The Grove, The Isle, and, A, focus on the idea of re-making 
the protagonist through re-performance as a way of testing my gaze. The focus shifts in the later 
works, across the sea, silver palace, and, palaces, to utilise recorded re-performances from the early 
works and combine these with evocative images of landscape. These later works are however 
primarily concerned with recreating the space of cinema as a site for viewing the gendered 
representations previously performed. These works therefore not only build on the dialogues 
associated with the original cinematic constructions of representation and spectatorship, but also 
ask what it means to be both seen and seeing within contemporary visual art. 
 
The conclusion summarises what has been discovered during the course of this research project. 
It establishes the contribution to new knowledge that is embodied in the creative practice-led 
research that has been central to the project. It demonstrates how the masculine gaze can be re-
worked through specific digital editing processes and screen-based installations. The research 
demonstrates how these things can create an embodied experience of viewing that interrupt the 
scopophilic spectatorship of the cinema. Finally, through doing this it presents how alternative 
conceptions of gendered representation become possible through contemporary visual art 
practices. 
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Chapter 1. The Constructedness of Vision: Interpretive Paradigms 
 
The theoretical frameworks that inform this research project are feminist film theory, Laura 
Mulvey’s writings on scopophilia and spectatorship, and the principle that the gaze is culturally 
constructed. These ideas have been integral to my conception of how viewing cinematic 
representation is structured by gender. Mulvey’s writing has also informed my research into how 
cinematic representations of gender are both constructed and re-constructed in contemporary 
culture. Through an analysis of these areas, particularly the notion of a potential ‘female gaze,’ as 
explored by the Female Gaze exhibition at the Cheim and Reid Gallery (2009), I propose that 
the gaze is always gendered, is a masculine gaze, and is learnt culturally by both men and women. 
 
1.1 Feminist critique: Feminist Film Theory  
In this project, feminist theory, underpinned by the crucial principles established by Simone De 
Beauvoir in the first half of the twentieth century, is used to critically analyse the way the female 
protagonist is constructed in cinematic imagery. The writings of Mary Ann Doane and E. Ann 
Kaplan have also strongly influenced the way feminist film theory has impacted on the way 
gender and notions of spectatorship are interpreted and enacted in the creative practice.  
 
Feminist film theory is a facet of the larger discourse of feminism. The discourse of feminism is 
important to this project as it  “…makes known the mechanisms involved in producing 
knowledge about the social world” (McCabe 2004, 45). Sandy Flitterman-Lewis expands on this 
mechanism of feminism in the inaugural issue of Camera Obscura. She states that, 
 
It is important to know where we locate ideology and patriarchy within the mode of 
representation in order to intervene and transform society, to define a praxis for change. 
Crucial to the feminist struggle is an awareness that any theory of how to change 
consciousness requires a notion of how consciousness is formed, of what change is, and 
how it occurs (1976, 3). 
 
This function of feminism has guided my examination of filmic imagery as both a visual and 
cultural construct. In The Second Sex (published in French in 1949 and first translated into 
English in 1953) Simone de Beauvoir poses the question, “what is a woman?” (1984, 15). This 
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act of questioning how the feminine is both constructed and defined in culture, which goes 
beyond, but is not entirely divorced from an essential position, has been very influential to my 
understanding of the representations fundamental to cinema. When talking about the body and 
gender, de Beauvoir states, "No gendered body exists that has not already been inscribed with, 
and interpreted by, cultural meanings..." (1984, 16). This idea of the cultural writing of gender is 
integral to my own creative recontextualisation of the representation of the female protagonist in 
film. This investigation, in particular, explores the cultural construction of the gendered body 
made through moving images, and analyses the constructedness of vision. 
 
The creative practice elaborates on representational constructions of the female protagonist by 
analysing the way the gaze is learnt through cinema and then replicated in contemporary cultural 
discourse. Central to this is the way in which the female protagonist’s act of looking is 
reconstructed to make explicit the voyeuristic gaze of cinematic spectatorship. As Mary Anne 
Doane suggests in Femmes Fatales, “The image orchestrates a gaze, a limit and its pleasurable 
transgression” (1991, 20), and it is this pleasurable transgression, enacted by the viewer that is 
explored in the practice. The gaze is the dominant action carried out by the female protagonist, 
and as we look, she also looks. This act of looking was utilised in the earlier screen-based 
installations to analyse how the one-sided gaze associated with traditional forms of spectatorship 
functions.  This one-sided gaze associated with cinema, where the position of power sits with the 
viewer, means that while the protagonist looks she “possesses a gaze which does not see” 
(Flitterman-Lewis 1996, 7). In the later screen-based installations this operation is deconstructed 
to a degree, it becomes disrupted by creating an embodied experience for the spectator 
 
E. Ann Kaplan has written about the need in feminist film theory to comprehend the difference 
of the vision of the historical spectator, the hypothetical spectator and the contemporary female 
spectator (1985, 40-43). She asserts that each of these positions differ in their relationship to 
culture. The historical spectator of a film would have been exposed to various cultural debates 
and limits pertinent to their era She maintains that the hypothetical spectator does not exist in 
actuality, and the contemporary spectator may view the film as a historical text that opens up 
new and alternative meanings through a feminist re-reading of it.  It is this ‘third spectator’, as 
she defines it, that this project activates. Through the process of revisiting French New Wave 
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films by Agnes Varda and Alain Resnais spanning the years 1954-1962, and analysing them from 
my position as a contemporary feminist artist, I am examining both the gaze of these auteurs and 
reflecting on how their vision has helped shape my own. 
  
This project explores the constructedness of vision present in film through a critical examination 
and creative exploration of the vision of women in cinema, both in front of, and behind the 
camera. Laura Mulvey (in front of camera) and Sandy Flitterman-Lewis (behind the camera) 
provide the primary analytical research undertaken in these fields. These analyses however focus 
on only single aspects of vision. In Mulvey’s writing as it is utilised in this project,5 the focus is 
on the spectator looking at the woman in front of the camera, while Flitterman-Lewis explores 
the vision of the auteur only. This is where the gap in this field of research became apparent 
through my own research. As important as the ideas of both women where to my understanding 
of the gaze they failed to take into account the ways that women both in front of and behind the 
camera have themselves learnt to see. Their ideas did not account for how this culturally 
constructed mode of vision could be reshaped and recontextualised through the use cinematic 
tropes and processes in contemporary visual art practices. It is the question of re-imagining what 
it means to see, be seen, and to record this sight that the project has explored through the roles I 
play as viewer, protagonist and director – as a visual artist.   
 
By performing the roles of viewer, protagonist and director, the creative research explores how 
the gaze can be re-made and altered.  Therefore my interest in feminist film theory differs from 
“initial feminist interventions into understanding the ways in which women are depicted on film 
aimed to expose the sexist content of cinema narratives as well as how the media constructs 
women as sex objects” (McCabe 2004, 7). This tendency is exemplified by feminist film analysis 
of the 1990s, however my creative practice and exploration of feminist film theory is more 
concerned with how these representations are viewed and re-made by a female ‘auteur,’ as well 
as how they are perpetuated in current artistic and filmic dialogues. As a key aspect of this 
research, I investigated how feminist auteurs are discussed in the texts To Desire Differently: 
Feminism and the French Cinema Situating The Feminist Gaze and Spectatorship in Postwar Cinema, 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
5 While Mulvey has co-directed several films, it is her writing about the spectator, rather than her position as an 
auteur, that is of particular relevance to my research.  
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and Women Directors and Their Films, and Modern Women: Women Artists At The Museum of 
Modern Art. These texts have been influential as they look at how the filmmakers/artists 
represent their own desires in their creative work and how this differs from the dominant 
cultural products of the time6. Consequently I argue that while the female protagonist 
constructed through the ‘masculine gaze’ is used to create scopophilic pleasure, this is a 
culturally created representation perpetuated by both male and female auteurs, and is therefore 
neither an essentialist nor gender-specific way of seeing.  
 
It is important to note here that the myth of cinematic representation constructed by the auteur 
as containing a ‘truth’ rather than a cultural construct is still perpetuated by popular cultural 
discourse. Both women and men model themselves after various filmic archetypes, despite the 
feminist analyses of film from the 1970s onward that have revealed their essential 
constructedness. Sue Thornham argues that this is because films are “bearers of ideology…[a] 
representational system, or ‘way of seeing’, which appears to be ‘universal’ or ‘natural’ but which 
is in fact the product of the specific power structures which constitute our society” (McCabe 
2004, 12).   
 
Key to this argument is Judith Butler’s conception of gender as not only a cultural construction 
but also performative. In her book Gender Trouble she states that, 
 
Gender ought not to be constructed as a stable identity or locus of agency from which 
various acts follow; gender is an identity tenuously constituted in time, instituted in an 
interior space through a stylized repetition of acts. The effect of gender is produced 
through the stylization of the body and, hence, must be understood as the mundane way 
in which bodily gestures, movements, and styles of various kinds constitute the illusion of 
an abiding gendered self (1990, 179). 
 
This concept of performativity does not imply that gender can be changed at will, but instead 
that it should be seen as an iterative process. This process is described by Butler in her 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
6 Influential films such as Gilda (1946), Rear Window (1954), Rififi (1955) or La Dolce Vita (1960) were directed by 
popular male directors such as Alfred Hitchcock and Fredrico Fellini. These films are seen as examples of the 
dominant cultural products of the time as they had a widespread cinematic release and often met with critical 
acclaim. In directing these films, male auteurs portrayed a straight, white, patriarchal desire built upon (but not 
challenging) previous cinematic dialogues of scopophilia. 
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subsequent text, Bodies That Matter (1993), where she states that “performativity must be 
understood not as a singular or deliberate “act, but, rather, as the reiterative and citational 
practice by which discourse produces the effects that it names” (1993, 2).  Formed in language, 
this concept of “gender” initiates a performance of hetero-normative gender (ibid, 1993, 12-14) 
in the building of the individual’s cultural identity.  
 
This concept of identity as performative, or “a fluid a shifting concept” (Buikema 2009, 2) that 
continually evolves through our interactions with language or cultural media corresponds with 
Mary Anne Doane’s notion of gender as a masquerade (2000, 427). This notion will be further 
explored in this exegesis through the writings of Luce Irigaray and an analysis of a narcissistic 
gaze engendered through the female spectator’s relationship to the projected image, as 
expounded by both Doane and Mulvey.  
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1.2 The Gaze, Pleasure, Laura Mulvey and Spectatorship 
 
Laura Mulvey has been writing about gender and representation in film since the 1970s. Her 
ground-breaking discussion of the construction of the feminine in film, Visual Pleasure in 
Narrative Cinema (1975), in which film theory was “articulated in terms of sexual difference” 
(Flitterman-Lewis 1996, 5) for the first time, and her subsequent re-visiting of this article with 
regard to new forms of participation/spectatorship for the contemporary viewer, remain the most 
useful theories to my own research and reconstructions of gendered identity. Her writing 
considers a range of ways in which a female protagonist is constructed for the scopophilic 
pleasure of the viewer, from her place within the narrative, to how the space of the cinema 
constructs our experience of it. More recently, she has outlined what she sees as significant 
changes to the fundamental nature of cinema spectatorship. As Melissa Gronlund has noted,  
 
In what she describes as the current ‘delayed cinema’, rather than the male spectator’s 
voyeuristic look and male protagonists driving the narrative momentum forward; film is 
opened up to a non-linear, feminine aesthetic of ‘fetishistic’ spectatorship, which lingers 
on pose, detail and cinematic style (2006, 1). 
 
This new consideration of spectatorship that Mulvey proposes, combined with her previous 
writings on the space of the cinema, have influenced both the editing of my work into non-linear 
moments of narrative halt tied to scopophilia, as well as the way in which I have constructed 
screen-based installations such as palaces. These installations, explore Mulvey’s aesthetic of 
fetishistic spectatorship to expand the gesture and detail of the auteur's cinematic style and 
open-up the idea of gendered representations for further consideration. 
 
Visual Pleasure and Narrative Cinema looks at the ways “film reflects, reveals and even plays on 
the straight, socially established interpretation of sexual difference which controls images, and 
erotic ways of looking and spectacle” (1979, 14). In analysing the construction of spectacle, 
Mulvey examined how the architecture of the cinema was itself an integral element in the 
creation of the viewer’s scopophilia. She states, 
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The extreme contrast between the darkness in the auditorium (which also isolates the 
spectators from one another) and the brilliance of the shifting patterns of light and shade on 
the screen helps to promote the illusion of voyeuristic separation. Although the film is really 
being shown, is there to be seen, conditions of screening and narrative conventions give the 
spectator an illusion of looking in on a private world (1979, 17). 
 
Our conceptions of how film viewing is both an intellectual and phenomenological experience 
have been opened up by Mulvey’s account of how desire is created for the spectator through 
both the representation on the screen and the site of the cinema. The physical passivity of the 
spectator created by the cinematic illusion of the private world through the voyeuristic 
distancing of the viewer from their own phenomenological experience is an integral component 
of spectatorship still experienced in cinemas today. Not only does this experience serve to 
highlight the screen, creating a window through which we see the filmic world, it preferences this 
world above our physical immediate world, projecting not reality, but an idealised conception of 
it. As Sandy Flitterman-Lewis outlines in To Desire Differently, 
 
The cinematic apparatus structures and constructs its spectator's relationship to the 
screen image along the psychoanalytic modalities of fantasy, the scopic drive, fetishism, 
narcissism, and identification, while the image of the woman is continually evoked as the 
impossible phantasm through which the spectator's desire is activated and constantly 
condensed, displaced, and transformed onto new objects. The theory of the apparatus 
itself is therefore bound to gender hierarchies and to a sexual economy of vision that both 
produces and maintains specific definitions and conventions of female sexuality  
(1996, 4). 
 
Elaborating further on this function of cinema, Judith Redding in Film Fatales: Independent 
Women Directors states, “film presents a vision, a perspective a vantage point that only the 
director sees…” (1997, 3). Engagement with the director’s vision offered up by the cinema, 
where the viewer remains physically passive, has been altered through advances made in 
technology. The viewer now has the ability to watch films at home, to re-wind, fast-forward and 
pause the flow of cinematic imagery. In so doing, they can re-create their own vision of the film. 
The ramifications of this for the maker are explored in more detail in Chapters Three and Four 
of this exegesis in my discussions of Postproduction (as proposed by Nicholas Bourriaud) and my 
approach to editing. However it is the effect that this technology has had on the spectator that is 
most relevant to this project, predicated as it is on the constructedness of vision. 
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In Revisiting Visual Pleasure and Narrative Cinema (2009) Mulvey comments on how technology 
has changed our relationship to film,  
 
The voyeuristic pleasure of my 1975 article depended on the viewing conditions of the 
time: the darkened cinema, the silver screen, the spectator subordinated to the flow of 
the narrative. Now, new media have mutated and reconfigured old spectatorships into 
new kinds of visual pleasures due to the spectator's new ability to manipulate the 
linearity and flow of film (2009, xxiii). 
 
She elaborates on this in Death at 24x a Second, where she emphasises that digital spectatorship, 
through its ability to change the structure of the narrative through playback, has altered the way 
we view film. "When broken down in this way, a movie's apparently horizontal structure 
mutates, so that symmetry or pattern can be detached from the narrative whole or a privileged 
moment can suddenly take on the heightened quality of a tableau" (2006, 38). With the 
spectator’s current ability to edit and select the narrative for themselves, the notion of narrative 
halt proposed by Mulvey in Visual Pleasure and Narrative Cinema becomes problematised. 
 
Narrative halt or pause describes how, "the presence of woman is an indispensable element of 
spectacle in normal narrative film, yet her visual presence tends to work against the development 
of a story-line, to freeze the flow of action in moments of erotic contemplation" (1979, 19-20). 
The freezing of the action in these moments affect a shift in the viewer, where the subject, in this 
case the female protagonist, moves from being a subject (denoted through action and movement) 
to an object (created through the tableau, where the female protagonist is reduced to an image). 
This movement can be considered to enable active scopophilia in the viewer (1979, 18-19). It 
has been suggested that Mulvey is reductive in this argument, simplifying the subject/object 
relation in film to active/male and passive/female. Jean-Michel Rabaté argues in Situating the 
Feminist Gaze in Postwar Cinema, for example, that this idea cannot “be sustained as a universal 
paradigm.” (2008, xii). Certainly, the shift in the viewing logic of cinema that has been brought 
about by home cinema technology should have, by Mulvey’s own admission, brought about a 
parallel shift in the subject/object dynamic for female protagonists. However, as a general 
principle, in much of the image production we see in art, film and advertising today, Mulvey’s 
model is still relevant despite the shifts in technology and the changing conditions we have as 
contemporary spectators.  
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While the ‘male gaze’ proposed by Mulvey still very much exists, this gaze is not limited to the 
gender of the bearer as the term ‘male’ connotes, and should rather be referred to as a ‘masculine 
gaze’. This particular linguistic definition of the gaze comes from E. Ann Kaplan’s argument that 
the gaze is not definitively male, “but to own and activate the gaze, given our language and the 
structures of the unconscious, is to be in the “masculine” position” (1983, 10). Indeed, Mulvey 
states that in mainstream cinema there is "a 'masculinisation' of the spectator position regardless 
of the actual sex (or possible deviance) of any real live movie-goer" (Flitterman-Lewis 1996, 5). 
The masculine gaze should therefore be seen as a cultural rather than essentialist phenomenon, 
effected by traditional forms of spectatorship and then perpetuated in contemporary screen-
based media. Working with this cultural construct, the screen-based installations produced 
across this research project have examined the possibilities of non-traditional forms of 
spectatorship in expanding and altering this gaze. Central to these explorations has been my 
position as a female maker and spectator as I have analysed it through the writing of Mulvey, 
Doane and Kaplan. 
 
Doane, Kaplan and Mulvey all address the position of the female spectator in different ways, and 
this difference in the way each understands spectatorship signposts the complexity of the issue. 
Doane asserts that in traditional (heterosexual) cinematic spectatorship the female spectator, 
with the same body and 'lack' as the female performer, does not necessarily fetishise the female 
body the way a male viewer does. Instead, given this over-determined relationship between the 
female and the image - "she is the image." The female spectator is offered two choices: "the 
masochism of over-identification [with the image] or the narcissism entailed in becoming one's 
own object of desire" (2000, 433). In Film and the Masquerade: Theorising the Female Spectator in 
Feminism and Film, Doane explains that the female spectator must identify herself as image 
(2000, 433). The female protagonist is forced to either see herself as image, where she is 
therefore doubly passive, or to assume a ‘transvestite’ position (2000, 67-80). In this second 
position she is a consumer of the female body as image, thus divorcing her from identification 
with her own body as a subject, by her adoption of a masculine gaze. This adoption of the 
masculine gaze is continued into new-media practices of spectatorship. 
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Due to new media technologies the spectator now has the ability to disrupt the temporal flow of 
the narrative and instead assume what Gronlund argues is a fetishistic mode of seeing, where 
“the image of the male star may be held for contemplation and erotic enjoyment…” (Mulvey 
2006, xxiii). This new ability of the spectator to create scopophilic moments of erotic 
contemplation of the male protagonist does not however propose a new or female gaze, which 
“implies a new articulation of female subjectivity” that constructs “another vision and conditions 
of visibility for a different social subject” (De Lauretis 1984, 1-2). Instead, the focus in new 
media spectatorship of creating yet more moments of scopophilia by halting the narrative at will, 
confirms the argument of the adoption of a masculine gaze by both male and female, 
heterosexual and homosexual spectators. There are however possibilities for a fragmenting of this 
gaze within new-media screen-based installations where the scopophilia associated with it is 
transformed by creating an embodied experience of viewing. These possibilities for fragmenting 
the gaze are further explored in Chapters Three and Four. 
 
1.3 Learning to Look in One Syntax 
As a practice-led research project, I am primarily focused on how the notion of the masculine 
gaze applies to my own experiences as spectator, director and artist as well as how this gaze is 
altered through screen-based installations. Key to understanding this gaze and how it functions is 
the concept proposed by Luce Irigaray that female makers have learnt to see through exposure to 
the images already presented to them. These images are largely produced by men and, as Laura 
Mulvey has argued, produced for men (1979, 19). In this section I am exploring how the syntax 
of the masculine gaze has been learnt by female practitioners to analyse how this gaze is 
replicated, and at times fragmented in their works. I discuss this syntax to consider the 
possibility posed by Sandy Flitterman-Lewis and Bracha Ettinger that a female or matrixial gaze 
desires differently to a male gaze; to explore the possibilities for representation presented by this 
alternate desire. 
 
Luce Irigaray in Ethique de la Difference Sexuelle stated, “Woman ought to be able to find herself, 
among other things, through the images of herself already deposited in history and the conditions 
of production of the work of man, and not on the basis of his work, his genealogy” (1993, 9-10). 
This idea highlights the cultural difficulties in tracing a historical lineage of women’s 
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representation, without also looking at the cultural pedagogy surrounding these works, primarily 
how the makers of imagery have themselves learnt to see.  
 
In interpreting this idea for contemporary art practice Hilary Robinson argues that when looking 
at the work of a female practitioner, 
 
we are looking at two different but related sets of mimetic practices. First how the artist 
has learned to look, to select, to craft, to compose and to offer forward – how she has 
learned her visual language – and how she has sought to advance and make that language 
her own. Second we are looking at her knowing interrogation and critique of practices 
that have gone before, her exposure of elements within these practices, her use of them 
to comment on them, her acknowledgement of them (18, 2006). 
 
This idea proposed by Irigaray and expanded on in a contemporary art context by Robinson has 
significantly informed my own research. While theorists such as Mulvey, Doane and Kaplan look 
at the experience of the spectator and how they have learnt to utilise the masculine gaze, the 
question of the effect of the masculinisation of the gaze on the maker’s vision is absent. 
Robinson and Irigaray call for a ‘new’ shift in syntax (Robinson 2006, 54), and Bracha Ettinger 
expands this on. She proposes a syntax not limited to the masculine/feminine binary, but a 
supplementary one that would free discussion of imagery from the “Freudian theory of the 
unconscious which privileges the phallus as signifier of the dynamic between lack and desire, and 
which supports the model of repression based on the castration complex and its male 
perspective” (Ettinger 2006, 218). She argues that in Freudian theory woman is always seen as 
other, and the specifics of her desire only spoken of in relation to male desire. To combat this 
theorisation of desire, theorists Ettinger and Griselda Pollock call for another syntactical 
construction of the gaze, one dependent not on the phallus but instead on an alternate space: a 
womb space. 
 
The matrixial offers an additional sub-symbolic possibility (Pollock, 2006, 61) for the gaze, 
through utilising the shared (both male and female) experience of the womb space. It proposes a 
new approach to the gaze built on the idea of “webbing” or “links” as opposed to negation and 
the phallus (Ettinger 1996, 3). This possibility for alternate ways of theorising desire does not 
supplant the dominant perspective of the gaze offered by Freud and Lacan but functions as an 
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addition to or alternative within it.  Ettinger states that "The Matrix is not the opposite of the 
Phallus; it is rather a supplementary perspective. It grants a different meaning. It draws a 
different field of desire" (1996, 125-6). For Ettinger this is achieved by breaking with the 
Freudian-Lacanian paradigm, “rethinking desire and the unconscious by reference instead to the 
transgressive encounter between I and non-I grounded in the maternal womb/intra-uterine 
complex and a notion of affective economy that avoids phallocentrism” (2006, 218).  
 
In this avoidance of the phallic-symbolic system Ettinger states that the perspective offered by 
the matrixial, 
 
opens up a non-psychotic connection between the feminine and creation, and thus 
points to an artistic practice that reconnects with an enlarged symbolic in which the 
feminine (neither male nor female) is fully active and informing knowledge and the 
ethical realm (2006, 218).  
 
 The enlarging of the symbolic presented by the matrixial grants the possibility of admitting 
different kinds of desire (including the M/other’s desire) into the system of representation. 
 
 Luce Irigaray has also explored the matrixial’s proposed strategy of working within the existing 
gaze, rather than attempting to create a new symbolic syntactical construction of it. In This Sex 
Which Is Not One Irigaray states that in order to re-conceptualise the symbolic it, 
 
is important is to disconcert the staging of representation according to exclusively 
‘masculine’ parameters, that is, according to a phallocratic order. It is not a matter of 
toppling that order so as to replace it – that amounts to the same thing in the end – but 
of disrupting and modifying it…(1985, 68). 
 
The critical reworking of the gaze called for by Irigaray has been investigated throughout this 
project by working with the dominant syntax of representation in screen-based installations. The 
installations alter the narrative structure associated with the female protagonist to fragment the 
dominant masculine gaze while still working within the symbolic parameters of it. Through 
working within the ‘masculine’ parameters of desire the creative research analyses my own gaze 
and asks if it is culturally or essentially constructed. This question of how the gaze is constructed 
has also been examined in this project through critical research into the feasibility of an 
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alternative essential construction of the gaze, predicated upon the female makers gender.   
 
 The possibility of a female gaze relies heavily on the essentially gendered vision of the maker, 
where the work is presumed to bypass the traditional scopophilia of the image if the maker is 
herself a woman. One example of this principle in action is the exhibition, The Female Gaze, held 
at the Cheim and Reid Gallery, in New York, 2009. This was a major exhibition featuring work 
by thirty-seven established female artists, including Cindy Sherman, and sought to reclaim the 
traditional male gaze (Cheim and Reid, 2009, 1) by presenting works by female artists depicting 
women. The press release for this exhibition stated that “This exhibition attempts to debunk the 
notion of the male gaze by providing a group of works in which the artist and subject do not 
relate as "voyeur" and "object," but as woman and woman” (Cheim and Reid, 2009, 1). The 
reaction to this show from female critics was however largely negative. Ariella Budick states in 
her review of the exhibition that “Alas, a premise is not proof, and the works here suggest that 
most women, too, are afflicted with male-pattern scopophilia. A masturbating woman is a 
masturbating woman, regardless of her painter's gender, and she titillates just the same” (Budick, 
2009, 1). In Budick’s assessment of the exhibition from its aims to execution, she highlights the 
problematic and culturally pervasive properties of the gaze no longer essentially tied to the 
gender of the maker. 
 
Sandy Flitterman-Lewis questions the cultural construction of the gaze and how it affects female 
filmmakers. In To Desire Differently, Flitterman-Lewis asks if a voice that utilises an apparatus 
(film), which is structured by a masculine logic, can still articulate feminine desire? She states 
"psychoanalysis describes the production of a subjectivity which is irrefutably male.” She then 
questions if it is possible to use these models in a feminist way? Finally, she asks if feminist works 
speak of a different desire, if they desire differently (1996, 2). Flitterman-Lewis’ position of 
questioning the construction of desire is crucial to this research project. She goes on to state 
that,  "it is only by understanding how "femininity" is constructed and represented in patriarchy 
that we can avoid the pitfalls of a traditional feminist criticism which seeks to discover a pre-
existing "feminine sensibility" as the specific essential property of women" (1996, 3). Seeing 
gender and the gaze as primarily cultural constructs opens up possibilities for the exploration of 
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desire untethered from the biologically determined body. This also requires us to understand 
that desire too is learnt through viewing. 
 
Throughout the course of this project through critical and creative research, I have been 
investigating the possibilities and potential of developing a female or alternate gaze. As a part of 
this I have looked at Bracha L. Ettinger's idea of the Matrixial Gaze, essentialist notions of a 
female gaze, as well as the work of female artists and film makers to question if an alternate gaze 
to the male gaze is possible. In re-viewing these conceptions it has been my conclusion that in 
dominant culture a fragmenting of the gaze is possible and useful, and it is not inherently linked 
to gender. A woman who has learnt to look through the male gaze will more often than not 
utilise a masculine gaze in her own work, but that even within the masculine gaze there exists 
possibilities for shifting the praxis of viewing. This approach to re-imagining the gaze is 
exemplified by artists such as Candice Breitz and feminist filmmakers such as Agnes Varda. The 
strategic use of difference, mimesis, mimicry and masquerade that they employ in their works 
draws our attention to the cultural constructions of identity, desire and the gaze. They have 
provoked and informed my own approach to practice and their contributions to the project will 
be discussed in the following chapter. 
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Chapter 2: Ways of Looking: contextual review 
This chapter discusses a range of different theoretical, filmic and artistic works that have 
informed this research project and provide the primary context for analysing how vision is 
constructed and learnt through culture. Texts and creative works are discussed together in this 
chapter to reflect the relationship between the research project’s theoretical and creative aspects. 
These function as a constellation of overlapping concerns, that inform, provoke and implicate 
one another in an ongoing process of critical and creative interrogations. The recurring dialogue 
that occurs between the approaches to research employed in the project is more fully elaborated 
on when discussing the practice-led research in Chapter Three. This chapter focuses primarily 
upon how the theoretical, filmic and artistic areas of my research are linked to each other and 
provide the context of the cultural construction of my vision discussed in this research project. 
 
Starting with an analysis of the films, La Pointe Courte (1954), Cleo From 5 to 7 (1961), 
Hiroshima Mon Amour (1959) and Last Year At Marienbad (1961), I will examine how both 
Agnes Varda and Alain Resnais, two French New Wave auteurs from the Left Bank, learnt to 
see. I will also explore how their processes of representation differ, to look at how masquerade is 
utilised to both construct and deconstruct the façade of femininity. The construction of 
femininity is explored further in this project through discussion of Luce Irigaray’s writings on 
difference, mimicry, mimesis and masquerade. In the books This Sex Which is Not One (1985) 
and An Ethics of Sexual Difference (1993) Irigaray proposes that deliberately assumed masquerade 
can transform the “form of subordination [the assumption of the “role”] to a form of affirmation, 
and thus to begin to thwart it” (1985, 76).  
 
Irigaray’s concept of the positive possibilities of masquerade are expanded on in relation to the 
Untitled Film Stills (1977-1980) by Cindy Sherman, as well as the work, Becoming (2003) by 
Candice Breitz. These particular works utilise strategies of masquerade, mimesis and mimicry of 
dominant cultural depictions of women to reconstruct filmic representations. In so doing, these 
works explore how the artists’ vision has been constructed through the cultural dialogues of film, 
and open these representations up for critique outside of their original context. The work of 
Breitz is also analysed in relation to complicity in contemporary art, where the very possibility of 
criticality is problematised. 
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While it was once assumed that an inherent role of the artwork is to critique culture, the current 
debate over this role in an arguably metamodernist era is explored through consideration of 
Jacques Ranciere’s The Emancipated Spectator (2009). Questioning the tradition of art’s 
criticality as well as the idea of the spectator of an artwork as an active participant, this book 
elaborates on the ways contemporary art is experienced. Finally, Susan Stewart’s On Longing 
(1993) is discussed in relation to Cardiff/Miller (the collaboration between Janet Cardiff and 
George Brues Miller), as well as Hiroshi Sugimoto’s Theatres to analyse how nostalgia and scale 
structure ways of looking. 
 
2.1 French New Wave: Representation and Seeing In Films of Agnes Varda and Alain 
Resnais 
My exposure to, and interest in French New Wave Cinema was central to my initial questioning 
of how the masculine gaze constructs representation. My enthusiasm for French New Wave films 
stemmed from the initial visual pleasure I derived from viewing them. What made them such a 
rich area for creative investigation for this project in particular was the way they challenged and 
responded to other forms of cinema, particularly the pre-war Hollywood studio system. French 
New Wave cinema both revealed and reveled in the constructedness of film in all aspects, from 
the cinematography to the narrative structure. Yet in this cinematic movement, with the 
exception of the work of Agnes Varda, the representations of women did not differ dramatically 
from the conventional masculine pattern. This paradox is visible in Alain Resnais’ otherwise 
radical film work, Last Year At Marienbad, where female characters are over-constructed and 
staged to repetitively form lavish tableau vivants. These tableau vivants serve to continually 
reinforce the position of the female protagonist as object rather than subject, constantly forming 
moments of narrative halt. In this discussion of Varda and Resnais, the contradictory dynamics 
of gendered representation and the visual language of the Nouvelle Vague are discussed in order 
to consider the way that each director has learnt to see through their engagement with culture, 
both inside of and outside of film. 
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Agnes Varda 
Discussions surrounding representation in French New Wave cinema predominantly focus on 
the work of the male auteur directors, and consequently explore authorial notions of seeing 
reliant on the male gaze. Female director, Agnes Varda was not only a part of the New Wave, 
but preceded and influenced it. Her work provides different ways of looking at gendered 
representation in this key cinema movement, which can be best understood through the ideas of 
Luce Irigaray presented in the previous chapter. As discussed, Irigaray proposes that in addition 
to analysing the functions of the maker or auteur’s gaze, when analysing the work of a female 
auteur we must also look at how she has learnt to see. Two films by Agnes Varda, La Pointe 
Courte (1954), and Cleo from 5 to 7 (1961), have been considered in this project as case studies 
for how the masculine gaze is learnt and also how it can be fragmented to produce an alternate 
conception of the gaze in film dialogue. 
 
French New Wave auteur, Agnes Varda came to cinema neither as a film critic (as members of 
the Cahiers Du Cinema group did), nor as a documentary filmmaker like Alain Resnais and Chris 
Marker (other members of the ‘left bank’ group that Varda is primarily associated with). Instead 
she studied art history at the École du Louvre and then worked as a photographer for the Théâtre 
National Populaire from 1951-1961, deciding to make La Pointe Courte in 1954. Varda claims 
that at the time of production she had seen fewer than 10 films,7 and was dissatisfied with the 
way she saw novels advancing while cinema, a comparatively new medium was not. She states,  
 
I had the feeling that the cinema had got lost in cinematographic fiction and that it 
didn't approach either the problems which the novel did, or the problems of existence... 
I had the feeling that living, important things weren't discussed, and on the other hand 
that the cinema wasn't free, especially with regard to its form, and that irritated me 
(Varda 1994, 13). 
 
Working from this interest in form and influenced by theatre, art history and literature, Varda 
wrote the screenplay for La Pointe Courte, then directed and produced it through her own 
company Cine-Tamaris. It pre-dates what is commonly considered the beginning of the French 
New Wave8 by five years. The film was positively reviewed in Cahiers du Cinéma and utilised 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
7 Varda was only able to cite Citizen Kane when asked about her cinema experiences prior to the New Wave.  
8 Francois Truffaut is credited with starting the new wave in 1959 with The 400 Blows. 
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many of the attributes that the New Wave came to be known for: most notably discontinuity, 
the critique of the language of film, on-location shooting with non-actors, and the concept of a 
“policy of authors”, whereby a film “distinctly mirrors the director’s ‘signature’ –his or her 
preoccupations, themes or techniques” (Hurd 2007, 121).   
 
La Point Courte provides us as viewers with the opportunity to look at how Varda’s authorial 
vision was learnt through cultural forms other than cinema. Her influences become legible as we 
analyse the essential elements of the film.  Firstly, her background in art history is expressed 
through the casting of actress Sylvia Monfort, as central protagonist; chosen because of her 
resemblance to renaissance painting. Her choice of two actors (Monfort and Philippe Noiret) 
from the Théâtre National Populaire for the central protagonists rather than utilising film actors 
reflects Varda’s work in theatre. The alternating narrative structure in La Point Courte, where we 
see one plot line for ten minutes before switching to the other, was influenced by William 
Falkner’s novel, The Wild Palms (Williams 1992, 356), indicating her interest in literary 
innovation. This array of influences and their mobilisation in La Point Court reveal to the viewer 
how Varda’s interest in location, looking, time and perception was shaped culturally. Despite its 
dramatically limited release due to its classification as an ‘amateur’ production,9 this film set up a 
new paradigm for what French film could be. La Pointe Courte is a product of the way Varda 
learnt to see through discourses outside of cinematic language, but they were discourses still 
shaped by the masculine gaze. Importantly, her ability to reconfigure these influences presents 
another way of seeing filmically. 
 
Throughout her career Varda has reflected on how she sees as an author, most notably in the 
Cahiers Du Cinéma publication, Varda Par Agnes.  In this book Varda conceives the term 
‘cinécriture’ to describe her thoughts on authorship within her films which, while similar to 
notions of the auteur proposed by other New Wave directors, are more sensitive to the 
component parts of a film and the various roles carried out.  
 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
9 Varda had not gotten the authorisation of the Centre National de la Cinématographie (C.N.C.) to make a film. 
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It [cinécriture] puts the work of the scriptwriter who writes but does not film, and of the 
director who does the mise-en-scene, back in their respective boxes. The two may be the 
same person, but there's often lasting confusion. I am so fed up with hearing: "It's a well-
written film", when I know that the compliment is meant for the scenario and the 
dialogue. A well-written film is also well filmed, the actors are well chosen, so are the 
locations. The cutting, the movement, the points of view, the rhythm of filming, and 
editing have been felt and considered in a way a writer chooses the depth and meaning of 
sentences, the type of words, number of adverbs, paragraphs, asides, chapters which 
advance the story or break the flow, etc. In writing it's called style. In the cinema, style is 
cinécriture (Varda 1994, 14).  
 
In la Pointe Courte Varda used a mix of documentary and narrative structures to create the 
cinécriture, where the line between the two is often blurred. The movie was made on a very low 
budget of 10 000 Francs (Williams 1992, 355), and Varda worked with both the inhabitants of 
La Pointe Courte and two actors to explore through mise-en-scene how each understood the 
location differently. For example, when we are looking at the fisherman the camera uses an angle 
that is straight on, however when we look at the couple they are filmed from a high angle that 
serves to alienate them from the landscape and the townspeople. The main exception to this is 
when the couple are alone in their room (Smith 1998, 356). This exception not only reinforces 
the disconnect between the two groups (townspeople and the couple), but also draws our 
attention as viewers to the differences between viewing interior and exterior spaces and the 
gendered relations present in each. Varda played with cinematic conventions in her direction of 
the actors as well. Actors were asked to resist ‘acting’ as much as possible, and instead were 
formed into a variety of tableaux with the landscape at the core of each shot. Varda’s 
experimentation with staging, texture and objects to create a visual narrative of halted moments 
link the work far more closely to the discourses of photography than film. This influence is 
continued in Cleo From 5 to 7, however it is tempered by Varda’s engagement with cinema and 
the New Wave. 
 
Written and directed by Varda in 1961, Cleo From 5 to 7 follows on from the cinécriture she had 
begun developing in La Pointe Courte, but combines her previous construction of cinematic 
vision with the new languages of film and the French New Wave. Cleo from 5 to 7 is structured 
around ways of viewing the protagonist, and draws our attention to the constructedness of 
female gendered representation. In La Point Courte the female protagonist’s presence is balanced 
by the presence of her husband, who alternatively leads and follows her through the landscape 
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intermixed with clips of the townspeople. By contrast, in Cleo From 5 to 7, Cleo is the solitary 
protagonist and focus of the film. This film, despite its title, plays out (in real time) the ninety 
minute period where the eponymous Cleo is waiting for medical test results. The playful 
reference in the title to the hours ‘five to seven’, is drawn from the French custom of spending 
this period seeing a lover. Cleo, a pop singer, utilises the time instead to have her tarot read, buy 
a hat, practice new songs, have a drink, see a friend and walk through Montsouris Park, before 
meeting a man by chance, who accompanies her to receive her results. This narrative structure is 
not as straightforward as it might seem and continues to play with Varda’s interest in duality 
through its construction and editing.  
 
Cleo from 5 to 7 presents two different kinds of representations of the same woman. In the first 
half of the film Cleo sees herself through mirrors and the eyes of others who act as a mirror; 
showing her a surface and engaging with that surface, not the subjectivity that may exist 
underneath it. Varda’s construction of Cleo’s representation in this part of the film is 
synonymous with gendered representations created by other new wave auteurs of the time where 
a girl was of no more importance as a subject than a gun.10 The early treatment of Cleo as object 
rather than subject is conveyed by a series of interactions where Cleo is not taken seriously. 
During this first part of the film Cleo is almost always surrounded by mirrors. "These not only 
keep her own image constantly before her eyes; they also prevent her from seeing beyond them" 
(Wilson 2006, 98). The way we see her in a hat shop reflected in mirrors is a particularly good 
example of this, where her experience of the outside world and the public culture of the street, is 
viewed only as it appears in the mirror that contains Cleo’s image. During the first part of the 
film the camera creates this emphasis on surface, functioning as another mirror for her image and 
never loses sight of Cleo.  
 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
10 This idea comes from Jean Luc Godard’s often repeated maxim that all you need for a movie is a gun and a girl.  
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Figure 1, Cleo From 5 to 7 (Film Still), 1954. 
From: http://blog.nuraypictures.com/wp-content/uploads/2013/05/cleo_19.jpg 
 
Varda’s method of cinematically structuring Cleo’s representation as surface was created in the 
first part of the film by the proliferation of perfect reflections of Cleo that she is constantly 
looking at. This method of framing Cleo as a reflection is heightened in a scene halfway through 
the film, where she is framed in a close-up against a black background, her masquerade of 
femininity constructed to the point of hysteria. In this central scene, through Varda’s careful 
staging, the process of Cleo’s objectification is revealed. Her image, manipulated through the 
constructed pretence of her wig, negligee and robe, becomes an hysterical spectacle of 
masquerade. Alison Smith, analysing this scene and how the gaze functions within it, states that,  
 
Cleo really 'sees' herself as spectacle, and this moment is presented to the film audience 
as a mise-en-scene set apart from the realistic progress of the story. [Highlighted for us as 
viewers by the removal of the background as silhouetted against a black backdrop Cleo is 
now the only focus both visual and aural] This is a sophisticated way of marking Cleo's 
change in the story from object to subject, which approaches a problem inevitable in 
cinema representation, and especially representation of women. To the cinema audience, 
even when Cleo becomes herself an observer, she is still there to be observed and 
therefore an object; the best we can do to mark the change is to observe outside objects 
as well, through her eyes (101, 1998). 
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This idea of sight plays out in the second half of the film that follows on directly from this point, 
where we as viewers, instead of seeing Cleo as we did in the first half of the film, see as Cleo. 
This is shown through point-of-view shots, where the viewer sees that what Cleo is looking at is 
no longer limited to scenes of the outside world mediated through her own image "Thus Cleo 
changes from object to be looked at to subject who looks and interprets what she looks at - from 
woman seen to woman seeing" (100, 1998).  
 
 
Figure 2, Cleo From 5 to 7 (Film Still), 1954. 
From:http://1.bp.blogspot.com/_02FQI4DLsx4/S9ouL0nxuqI/AAAAAAAAAC4/DBh5prUuM8I/s400/cleo2.jpg 
 
What this transformation does is to show us a representation of femininity that is malleable in 
some way. Where the first Cleo is constructed through masquerade and mirrors, the second Cleo 
is made from what she sees. This is an important distinction because it shows us two ways of 
looking. The first is the far more common representation of women in film, and through Cleo 
being a performer we get to see her masquerade or constructed image quite clearly. In the second 
she aggressively removes these elements of masquerade (the wig, the negligee, the ‘doll’s face’ and 
instead goes out in a plain black dress, a black hat she was warned against, one of Varda’s own 
necklaces and sunglasses).  By wearing glasses she denies us direct access to her image, but 
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requires us to see through her eyes. The glasses themselves represent a kind of masquerade. Mary 
Ann Doane has remarked in discussions of representation that “Glasses worn by a woman in the 
cinema do not generally signify a deficiency in seeing but an active looking, or even simply the 
fact of seeing as opposed to being seen” (1991, 27).  
 
This final model of Cleo’s vision in Cleo From 5 to 7 reveals Varda’s own constructed vision, 
shaped by the culture around her, working within the paradigm of the masculine gaze to 
fragment it. This fragmentation is made clear in the film’s final scene, where the introduced male 
character is more vulnerable than Cleo is. In this scene Cleo receives her diagnosis of cancer and 
news of her recommended chemotherapy treatment and seems relieved by it. Antoine (the man 
she met at Montsouris Park) is heading back to war and despite his role of soldier, he doesn’t 
occupy the position of power in this shot, as he did earlier. Cleo is finally seeing herself and 
relating to others, instead of merely being seen by them. This is indicated when she looks at 
Antoine, but he is looking off into the distance, being seen by Cleo while not seeing her. As they 
walk along he begins to cry, a gentle tear rolling down his cheek. Exactly why he is crying is 
ambiguous. The return to war? The news of Cleo’s cancer? The precise reason for his tears isn’t 
really important. What is important is the way they glance back and forth in “gentle complicity” 
(Varda 1994) and we see that Cleo has been changed in some way by her experience, she has 
become self-aware. She moves forward, no longer content to be created through the sight of 
others, but seeing for herself. 
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Figure 3, Cleo From 5 to 7 (Film Still), 1954. 
From:http://www.sensesofcinema.com/wp-content/uploads/images/08/48/cleo-de-5-a-7.jpg 
 
It is through this transformation of Cleo that we become aware of Varda’s gaze and how it has 
been acquired. Having built her career as a woman who sees, we can trace through these two 
films how her cinematic vision has been created and what effect this has had on her films. In La 
Pointe Courte Varda was largely unfamiliar with conventional filmic dialogue. The 
representations she constructed in this film were influenced by theatrical, art historical and 
photographic discourses. While these discourses are still reliant on the masculine gaze, Varda 
uniquely presents a film constructed predominately around still tableaux of two actors, 
juxtaposed with active, dynamic images of the townspeople, and in so doing makes the viewer 
very aware of the artifice of filmic representation.  
 
It is evident in Cleo from 5 to 7 that she was continuing her experimentation with representation, 
but with greater exposure to New Wave filmmaking and the consequent developments of her 
filmic language, this film contains a more overt engagement with gendered representation and 
the masculine gaze. In Cleo from 5 to 7 Varda works from the active position of a ‘masculine’ 
auteur with the gaze but does not simply reiterate it. Instead she works within the visual 
language of French New Wave cinema to fragment the mechanisms of the gaze for us to question 
as viewers.  
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Alain Resnais 
Like Varda, Alain Resnais was a part of the Left-Bank group of the French New Wave whose 
films examine cinematic structures of the gaze. Drawn from his documentary filmmaking 
strategies, Resnais’ New Wave narrative films address the construction of the auteur’s vision 
specifically as it relates to memory. Resnais began his career in film as an editor, notably on 
Agnes Varda’s La Pointe Courte. After this he moved into documentary filmmaking, creating 
works such as Nuit et Brouillard (1955), that deal with past events such as the Holocaust 
through the memory of them. Unlike Varda however, Resnais was a cinephile, getting his first 
camera at the age of eight and going on to study acting before attending the newly formed Institut 
des Hautes Études Cinématographiques in 1943. Of primary interest to this research project is the 
way he constructs the representation of the female protagonist through his auteur’s gaze in his 
first two feature films, Hiroshima Mon Amour (1959) and Last Year at Marienbad (1961). In these 
films Resnais combines various cinematic influences, including strategies of discontinuity and 
staging found in Varda’s work, with Hollywood influences such as American Film Noir (seen in 
the street scenes of Hiroshima Mon Amour), and the theatrical structuring of tableau associated 
with the theatre. He used these diverse approaches in order to construct films that deal explicitly 
with cinematic constructions of memory. It is not simply the act of remembering that is at the 
fore of these films, but the cerebral and filmic experience of it, emphasised through his 
constructions of representation (Wilson 2006, 1). This section discusses the construction of his 
auteur’s vision tied to the female protagonist in both Hiroshima Mon Amour and Last Year at 
Marienbad: both how they are viewed by the spectator and how the protagonists see. 
 
Hiroshima Mon Amour is Alain Resnais’ first feature film, made in collaboration with Marguerite 
Duras, who wrote the screenplay. The film, set in Hiroshima, takes place over thirty-six hours. It 
is constructed around the French female protagonist known alternately as her or Nevers, and her 
encounter with her Japanese male lover referred to as him or Hiroshima. These linguistic markers 
of the characters refer to their cultural histories as well as their genders, and set-up the dynamics 
of their shifting relationship as they converse with each other throughout the film. During one 
exchange between the pair, Nevers, talking about her experiences in Hiroshima states, “I saw 
everything in Hiroshima, everything” and her lover, Hiroshima replies “you saw nothing in 
Hiroshima, nothing”. This exchange resonates throughout the film for the way it describes 
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Nevers’ and Hiroshima’s relationship to sight. This dialogue sets up the unknowability of each, 
and the lack of any implicit truth to be found in the act of seeing; Nevers has seen “everything”, 
but this equates to “nothing” in the eyes of Hiroshima. 
 
The concept of seeing is key to both Hiroshima Mon Amour and Last Year At Marienbad.  Both 
films are constructed around the vision/s of the male and female protagonists, who re-tell a 
narrative/memory that initiates what we see and ‘frame’ the visual representations on screen. 
The narration of each protagonist works against a normal linear story progression, returning 
repeatedly to the starting point of the film, which is then re-told. In this re-telling more 
information is added each time, deepening our understanding of the characters through their 
interaction with each other and the stories they tell. Through her narration in Hiroshima Mon 
Amour, “Nevers's story unfolds a-chronologically: we see the events not in the order that they 
happen, but in the order that they occur to her” (Vaughan, 2013, 121). This cyclical use of 
dialogue questions notions of narrative truth associated with cinema as it deconstructs the 
viewer’s normal relation to narrative film, representative of the time image.  
 
Gilles Deleuze in his books Cinema 1: The Movement-Image (1986) and Cinema 2: The Time-
Image (1989) identifies two different cinematographic structures of the images and signs 
comprising narrative cinema: the movement-image and the time-image. In the glossary of Cinema 
1:The Movement-Image, Deleuze defines the movement-image as “the acentred set [ensemble] of 
variable elements which act and react on each other” (1986, 217). Interpreting and simplifying 
this definition of the movement-image, Richard Rushton in Cinema After Deleuze explains that, 
“Films of the movement-image are typically defined by a problem or set of problems for which a 
solution must be found” and this is conventionally done in these films through actions and 
reactions (2012, 4). This definition of the movement-image is an introductory definition of the 
far more complex concept of the movement-image that also encompasses three sub-categories of 
classification: perception-image, action-image and affection-image. These three terms will not be 
defined here as they fall outside of the scope of this project. It is useful in this project’s context 
to establish a basic definition of the movement-image as a cause and effect linear model of 
narrative filmmaking. By defining this term it becomes possible to differentiate the structure of 
these films from films of the far more complex crystal structure associated with the time-image.  
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Films of Deleuze’s time-image are primarily concerned with the ordering of time rather than 
movement. Deleuze states that in these films, “Time ceases to be derived from the movement, it 
appears in itself and itself gives rise to false movements.” (1989, ix) These films reverse the 
subordination of time to action associated with the linear cause and effect structure of the 
movement-image, and in so doing break up the completeness of the film’s image. Describing this 
fracturing of the film’s image into the time-image Deleuze states, “The Modern image cannot be 
integrated into a totality, it is connected through ‘irrational cuts’ between the non-linked, a 
confrontation takes place between ‘outside’ and ‘inside’” (1989, xvi) and it is from this 
confrontation that thought appears. In this way, films associated with the time-image can be 
seen to mirror the current standpoint of contemporary art discussed in the following sections, 
where instead of solving problems, the role of the film or artwork is perhaps to work out what 
those problems might be, while leaving the solution open to the viewer (Rushton 2012, 5).  
 
This openness in cinema associated with the time-image, where the action is now subordinated 
to time, offers a potential shift in the gendered representations of the protagonist. Last Year At 
Marienbad and Hiroshima Mon Amour change our relationship to action found in the movement-
image, where the male protagonist actively moves the narrative forward and the female 
protagonist-as-scopophilic-spectacle freezes the flow of the action (Mulvey 1979, 20). The time-
image seen in Last Year At Marienbad slows and stills almost all of the narrative momentum for 
our contemplation. Here the narrative structure is cyclical instead of linear, and the active and 
passive roles associated with the male and female protagonists become skewed through the re-
telling of a collective memory. 
 
Last Year at Marienbad, a collaboration between Alain Resnais and new novelist Alain Robbe-
Grillet, was one of the earliest influences for this research project because of its cyclical 
relationship to narrative and gendered representation. In the film, the female protagonist known 
only as A is persuaded by one of the male protagonists, X, that they met and fell in love a year 
ago, agreeing to go away together now. The visual construction of A’s role within the cyclical 
narrative has greatly contributed to my thinking about the way gendered identity is crafted in 
film.  Last Year at Marienbad is constructed through a set of rich tableaux vivants, where the 
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representation of A is constructed through elaborate costumes and staging. Most of the action in 
the film is structured through her acts of looking and being looked at, rather than her dialogue. 
This film, like many of Resnais', features a series of long tracking shots where A is almost always 
at the centre of the image, and often moves less than the camera. Her gestures and actions are 
languid, serving to make her construction passive and pliable.  
 
 
Figure 4, Last Year At Marienbad (Film Still). 1961. 
From:http://static.guim.co.uk/sysimages/Books/Pix/pictures/2011/7/13/1310561159384/Delphine-Seyrig-in-a-
scen-007.jpg 
 
This passivity is best exemplified in one interior scene early in the film where X is attempting to 
persuade A that they had met the previous year. As X describes the way A was standing on a 
balcony outside, the film cuts to a shot of A standing on a balcony uncomfortably positioning her 
body in line with X’s description. “His voice-over describes how she was standing, and in the 
image we can see her attempt to accommodate his description.” (Vaughan 2012, 131). By 
conforming to his description of the past, in the re-told past, while in the present his voice-over 
narrates that past we are seeing notions of continuity associated with the conventional use of the 
flashback are shattered. “That is: A, in an image that is coded to be set in the past, responds 
directly to the speech act that is attributed to the present, fully breaking the illusion necessary 
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for a stable denotation either between the characters or between the film and spectator.” 
(Vaughan 2012, 131) 
 
Sarah Leperchey further elaborates on the way that Last Year At Marienbad plays with the 
narrative and temporal structures present in film,    
 
Marienbad gives the impression of proliferating repetitions. Everything is closed, 
everything is a reflection, a repetition, a return; it is the crystal described by Deleuze:11 
the film crystallises, forming ever vaster circuits, around a central idea, a little original 
circuit, which sets up a relation between an image and its virtual image (its double or 
reflection) (2006, 12). 
 
The original circuit is the act of persuasion enacted by X repeatedly until A begins to take 
ownership of the narrative and starts to recall or imagine scenes of the past. It is in these final 
circuits of the crystal, that we at last view A’s visual construction of the narrative through her re-
telling. It is in this re-telling, that the system of active/passive gendered representation set up in 
this film is disrupted, while the visual pleasure of A’s constructed masquerade remains intact. 
 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
11 In defining the crystal-image or crystalline description, Deleuze draws on Henri Bergson’s Book MM (1896) to 
explain the how the image is broken down into the actual and virtual. He states,  
 
In Bergsonian terms, the real object is reflected in a mirror-image as in the virtual object which, from its 
side and simultaneously, envelops or reflects the real: there is ‘coalescence’ between the two. There is a 
formation of an image with two sides, actual and virtual (1989, 68). 
 
The crystal-image is formed when these two images, the actual and the virtual coalesce. In her book Alain Resnais, 
Emma Wilson explains Deleuze’s concept of the crystal-image in cinema:  
 
a film image which encompasses a real image and its mirrored reflection, in such a way that the relation 
between the two, actual and virtual, is drawn into question. Such an approach to cinema draws attention to 
the ways in which cinema is not merely a reflection of reality, but a self-conscious construction which has 
the capacity to reflect the world as it imagined and fantasized, as well as viewed (2006, 12). 
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Figure 5, Last Year At Marienbad (Film Still of X’s re-telling). 1961. 
From:http://girlsdofilm.files.wordpress.com/2013/01/last-year-at-marienbad-chanel-1d.jpg 
 
 
Figure 6, Last Year At Marienbad (Film Still of A’s re-telling). 1961. 
From:http://www.jonathanrosenbaum.com/wp-content/uploads/2010/06/lyam1.png 
 
 
As A begins to ‘remember’ their meeting the previous year, her memories, and therefore Resnais’ 
constructed vision of the events, are darker. The scene offered up by X of entering A’s room by 
invitation, is altered through A’s remembrance, to reveal an encounter more violent. Instead of 
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remembering that there was a mirror over the fireplace A remembers a painting and the kind of 
visits themselves change from that of a lover to that of an intruder. X tries to counter these 
memories, stating for the first time that he “doesn’t remember”, that this particular turn of 
events didn’t happen. Yet in the images A presses upon us through the visual construction 
accompanying her re-telling, X is present. As she re-narrates and these events are re-staged (still 
in the elliptical style that the film began in), the truth of the narrative offered up by X is 
gradually eroded. Fact and fiction, already confused in this film, become more so as A appears 
more strongly through this use of narration, asserting her own version of events while the visual 
representations remain entrenched in masquerade.  
 
A’s masquerade is integral to her construction in Last Year at Marienbad. Unlike the masquerade 
worn and removed by Cleo in Cleo From 5 to 7, it is constant. No further layers of A’s subjectivity 
are revealed as a result of her costume changes, instead she is always immaculate, presenting an 
ideal of beauty. This composition of A, played by Delphine Seyrig in the film, was developed by 
Resnais through a very careful visual construction. 
 
Seyrig is dressed by Chanel in the film and wears an extraordinary series of dresses: 
sleeveless black dresses, both short and long, pale, lustrous dresses with raised, gilded, 
tactile fabric, a gauzy white dress with fluttering and fragile drapes, a black dress with 
intricate lace mantilla over her shoulders, and most expressively, the white feathered 
peignoir she wears in her bedroom, which is matched by a black plumed evening cloak in 
which she screams in the gardens, close to the end of the film, a deathly queen of the 
night (Wilson 2006, 73). 
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The construction of A is not however limited to the clothing worn in the film. The 
cinematographer of Last Year At Marienbad Sacha Vierny lit Seyrig to “recall earlier cinema, 
Hollywood and a golden age of French Cinema” (2006, 74). Through referencing the ‘golden 
age’ of cinema in the construction of A she becomes a fantastic figure, impossible in reality, like 
the setting of Marienbad itself.12 This construction of A through an intricate masquerade, 
influenced by both American and French cinema is perhaps the best example seen in the film of 
how Resnais’ vision as an auteur was learnt through viewing cinema; how he has in turn 
replicated and altered this vision. This is seen through the visual construction of A, which is a 
heightened version of the representations of those before her, while the temporal filmic structure 
has been altered almost beyond recognition. 
________ 
There are parallels between the characters in Varda’s La Pointe Courte and Resnais’ Last Year at 
Marienbad, where each is a story of persuasion. However in La Pointe Courte the characters are 
shot in joint isolation, together floating in a foreign landscape. In Last Year at Marienbad the 
landscape shifts with each retelling. Mirrors are replaced with paintings and the long corridors 
we traverse become intertwined. The female protagonist changes as X retells the narrative and in 
the re-telling of the meeting by A the setting changes along with X’s position in it. Where Varda 
presents us with an image of the man and woman as equal, seen in the final shot of Cleo From 5 
to 7, Resnais presents us with an image which is unequal, first prefacing the man and then the 
woman, always in flux. This choreography of perspective in Last Year At Marienbad shifts the 
viewer’s perception of the image. This shifting of the viewer’s perception is also present in Cleo 
From 5 to 7 but unlike Cleo, who by the end of the film has started to take control of her own 
subjectivity, A’s future in Last Year at Marienbad remains as ambiguous as her past. The final shot 
we see of her contributes to this. Adorned in the black coat with feathers, placed in the garden, 
we see and hear her scream. Whether this is real, remembered or imagined is unclear. Like much 
of the film, the visuals are disorienting, and the constant confusion of the actual and imagined 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
12 Emma Wilson in discussing the reality of the location of Marienbad states, 
 
Composed by Resnais out of a series of locations, Marienbad is a fantasy, a composite place in the film. Its 
resonance is as much an effect of its name, like Manderlay or Xanadu, as of its evocation of an enclosed, 
luxuriant world. In the film’s narrative Marienbad is only another of the places, the baroque hotels, where 
the characters may once have stayed. Yet the shots of the endless corridors and decorations, the statues and 
topiary trees in the garden, its reflecting lake, all conjure Marienbad as place, as film location, as obsession 
in the spectators imagination (2006, 69). 
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create the crystal described by Deleuze. This visual and temporal puzzlement makes us 
conscious of the constructedness of film and the masquerade in gendered representations. This 
means of questioning the completeness of the cinematic construction is different to the way that 
Varda challenged the constructedness of Cleo’s image, which was done by fragmenting her visual 
construction to reveal the subjective possibilities for Cleo beyond her image. Resnais left the 
image of the protagonist complete but placed it inside the crystal where it is concentrated and 
refracted back at the viewer. By creating two very different kinds of films, Varda and Resnais 
made works that challenged the construction of visual language in cinema as well as the viewer’s 
relationship to it. 
 
2.2 Irigaray, Mimesis, Mimicry and Masquerade 
In her books An Ethics of Sexual Difference and This Sex Which Is Not One Irigaray describes 
femininity as a “role, an image, a value imposed upon women by male systems of representation” 
(1985, 84). Irigaray proposes that perhaps the only way for women to transform this “form of 
subordination [the assumption of the “role”] to a form of affirmation, and thus to begin to 
thwart it” (1985, 76) is through masquerade. In the kind of masquerade suggested by Irigaray, a 
woman deliberately assumes the role that is culturally ascribed to her. In this section I examine 
the ways that Cindy Sherman’s Untitled Film Stills (1977-1980), and Candice Breitz’s Becoming 
(2003), use ideas of masquerade, mimicry and mimesis proposed by Luce Irigaray to critically re-
perform the constructedness of gendered representation of the feminine in film. 
 
Masquerade, mimesis and mimicry all function in slightly different, but interconnected, ways. 
Mimesis is understood here as a culturally constructed ideal of representation. This definition 
comes from postcolonial discourse, where mimesis is used to describe how colonial systems 
created an ideal construction of the self based not on the native inhabitants’ systems of desire 
and representation, but instead on white European ideals. This involved the “disciplining of 
desire” and in so doing destroyed narcissistic authority where the identification with the “same” 
was broken down in favor of identification with the “Other”. In a colonial context this was 
achieved “through the repetitious slippage of difference and desire” (Bhabha 1983, 270). In so 
doing, mimesis creates a doubling of self and representation that the subject gets caught 
between, where they cannot truly become the ideal, nor are they ever free from its effects 
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(Bhabha 1983, 268). Frantz Fanon, in Black Skin, White Masks, explores this double construction 
of cultural representation, examining how language impacts identity: “A man who has a language 
consequently possesses the world expressed and implied by that language” (1967, 18).  
Language, as referred to here by Fanon, creates a cultural mimetic ‘mask’ where the bearer is 
unable to revert to their own ‘true’ language, as it has ceased to exist in totality and is only 
accessible as a “mystical past” (1976, 14). This idea is linked to the problematic notion in some 
second wave feminist thought that there is a “true” femininity accessible behind the cultural 
mimesis imposed on women. Building on this understanding of Fanon’s, I argue that if there is a 
“true” feminine identity it is so far removed from our lived experience of it, overwritten by a 
patriarchal language, that it has become accessible to us only as a kind of “mystical” ideal. This 
understanding of how language frames our engagement with the world and Bhabha’s writing on 
how mimesis creates a desire for the ideal rather than the real, is interpreted by feminist film 
theory to understand how cinema creates a mimesis of desire that is enacted by the subject 
through mimicry.  
 
Mimicry is defined in the context of this project as the direct mimicking of the ideal 
representation as a way of attempting to complete the desire of mimesis. Explaining how 
mimicry functions in a postcolonial discourse Bhabha states, “Mimicry is, thus, the sign of a 
double articulation; a complex strategy of reform, regulation and discipline, which ‘appropriates’ 
the Other as it visualizes power” (1983, 266). An example of how this works in a discourse of 
cinematic representations will be discussed in relation to the Untitled Film Stills of Cindy 
Sherman, which employ mimicry and masquerade as a way of drawing our attention to the 
cultural mimesis of representation. The masquerade and mimicry employed by Sherman are 
distinct from each other where the masquerade is understood as an act of role-playing, where the 
ideal representation is performed rather than mimicked. Hilary Robinson discusses masquerade 
as the practice of femininity constructed by patriarchy, where it maintains women as "other" 
within patriarchal structures (2006, 8). This is linked to both Simone de Beauvoir’s notion of 
gender as a cultural construct (1984, 16) and Judith Butler’s conception of gender as 
performative (1993, 13). Butler states that the performativity of masquerade presents us with a 
question of “whether masquerade conceals a femininity that might be understood as genuine or 
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authentic, or whether masquerade is the means by which femininity and the contests over its 
“authenticity” are produced” (Butler 1990, 159).  
 
This question highlights the problem raised by Irigaray and previously discussed in this 
document, that women are unable to find themselves in a history largely written by men  
(1985, 10). Irigaray states, 
 
Women’s social inferiority is reinforced and complicated by the fact that woman does 
not have access to language, except through recourse to “masculine” systems of 
representation which disappropriate her from her relation to herself and to other women. 
The “feminine” is never to be identified except by and for the masculine, the reciprocal 
proposition not being “true” (1985, 85). 
 
The truth of the image presented by the feminine masquerade has been discussed through Agnes 
Varda’s film Cleo From 5 to 7, where the masquerade was in part removed to reveal another 
structuring of the character Cleo. By explicitly drawing our attention to Cleo’s mimesis through 
her visual construction, Varda used the over-performed masquerade as a way of undermining the 
truth presented by it. This is the play described by Irigaray when she asserts, 
  
To play with mimesis is thus, for a woman, to try to recover the place of her exploitation 
by discourse, without allowing herself to be simply reduced to it. It means to re-submit 
herself-inasmuch as she is on the side of the “perceptible,” of “matter”-to “ideas,” in 
particular to ideas about herself, that are elaborated in/by a masculine logic, but so as to 
make “visible,” by an effect of playful repetition, what was supposed to remain invisible: 
the cover up of a possible operation of the feminine in language. It also means, “to 
unveil” the fact that, if women are such good mimics, it is because they are not simply 
reabsorbed in this function (1985, 76). 
 
The model offered by Irigaray shows how women can choose to use the masquerade as a tool for 
deconstructing the mimesis of the image. She argues that it is through repetition of masquerade 
that the continuity of the representation breaks down. This utilisation of repetition of the 
masquerade, where it becomes the means for critique, is explored in Cindy Sherman’s Untitled 
Film Stills as well as in Candice Breitz’s work Becoming. 
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Cindy Sherman – Re-Creating Cinematic Representation 
In the Untitled Film Stills (1977-1980), Cindy Sherman utilises the idea of a productive 
masquerade by repetitiously re-performing the role of the female protagonist as found in film. 
The stills each contain an image of Sherman isolated, in the landscape, in an interior, or in the 
city, and position her as the focal point of each shot. The images call to mind Laura Mulvey’s 
notions of narrative halt as each photograph reveals a frozen image of the protagonist, paused for 
our contemplation. Through Sherman’s dual role as artist and performer the Untitled Film Stills 
move beyond simply re-presenting this halting of the narrative to question how the masculine 
gaze found in film can be re-made. 
 
 
Figure 7, Cindy Sherman, Untitled Film Still #48, 1979, Gelatin Silver Print on Paper. 
From: http://www.tate.org.uk/art/images/work/P/P11/P11518_10.jpg 
 
By positioning herself as artist and protagonist Sherman is turning her gaze upon her own image, 
re-making her visual identity in each still through masquerade. In this series Sherman has remade 
the cinematic in a closely mimetic way that appears to directly replicate the constructions of 
film, but offer space for critical contemplation through their repetitious act of re-performance 
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and re-staging. These images draw our attention to how mimesis functions by exposing the 
halfway point between Sherman’s and the film starlet’s created image.  As Sherman can never 
truly become the image of the starlet, the Film Stills function in the space between the real and 
the ideal. The doubling here represented by Sherman discloses the ambivalence of the filmic 
image that cannot be truly attained and instead functions only as a mimetic ‘mask’ over 
Sherman’s image. The mimicry in Sherman’s images is problematic in that this mimicry enacted 
by mimesis cannot be removed at will as she does her masquerade. 
 
Sherman’s masquerade explores the agency in the masquerade as the idealized image can be 
performed, worn and removed, whereas cultural mimesis is a permanent doubling of the natural 
and constructed where the person/protagonist is always caught between this doubling. There is, 
however, a power in revealing how this mimetic construction works and thus opening it up for 
further analysis. Martin Morris, in Rethinking the Communicative Turn: Adorno, Habermas, and 
the Problem of Communicative Freedom states,  
  
The photography of Cindy Sherman can produce the shock of mimetic recognition if 
properly understood not as portrait photography (which still implies an original 
subject who is represented) but as a graphic depiction of the self as a social text 
without a real substrate (2001, 185). 
 
Through re-casting herself seventy times, the photographs reveal the very constructedness of the 
representation as a social text. The viewer, once conscious of the single actress repetitiously re-
cast, uses the costuming as the cue to create for themselves the character offered up by each 
image.  Through an extended engagement with this work the ‘identity’ provided by the image 
breaks down, from seventy different women into only one woman repeatedly displayed in an 
array of costumes. The shifting costuming in the Untitled Film Stills exposes Sherman’s own 
inescapable mimesis; while she performs a variety of roles the image of Sheman’s true self 
emerges inextricably tied to the cinematic representations that she can never quite attain but 
only approximate. 
 
In the seventy film stills the representation is repeated, but only slightly changed (for instance, 
from housewife figure to career girl). This strategy draws attention to the individual 
constructions of identity, but also to the larger critical debate surrounding the female 
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protagonist. It is this use of repetition, as a means of deconstructing the apparently perfect image 
of the female film actress that my own work utilises and will be discussed further in Chapter 
Three. By repeatedly re-casting the self in the Untitled Film Stills, Sherman plays with the 
continuity of the masquerade. Viewers trying to read the work as a narrative are  frustrated in 
their efforts by an array of costumes and locations, which create an unstable masquerade, one 
that is likely to crack. An extension of the instability of the masquerade can be observed in 
Candice Breitz’s work Becoming, where she plays out the idea of the unstable or hysterical 
masquerade. 
 
 
Candice Breitz – Hysterical Masquerade  
 
Figure 8, Candice Breitz, Becoming, 2003, Video Installation. 
From:http://www.installationart.net/Chapter5Dissociation/dissociation04.html 
 
The work Becoming by Candice Breitz has informed the way I think about re-performance, 
editing and how the gaze is learnt. Becoming uses a composite of footage from famous romantic 
comedy films and Breitz’s own recording of her re-performance of them. In this work Breitz 
takes seven monologues by female stars from their romantic comedy roles, such as Julia Roberts 
in Pretty Woman, and creates her own black and white re-enactments where she lip-syncs to the 
original cinematic sound as well as mimicking the facial expressions and gestures. Becoming 
appears to strip back the film footage to its essential gesture by using only a white button-up shirt 
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as the costume in front of a non-descript background, rejecting the masquerade found in the 
original film footage the work is taken from.  This simple act of stripping back the masquerade 
reveals, through its repetition of representation, the sameness of the roles of the female 
protagonists. It also creates a contemporary self-portrait, where the identity of the artist is 
constructed by film and offers a critique of stereotypical mass mediated identity. Of Becoming, 
Jennifer Allen in Candice Breitz: From A to B and Beyond states that, 
 
On the one hand, by eliminating the actresses' interlocutors, Breitz emphasizes their 
status as icons; their well-lit faces are powerful enough to shine alone on the screen. On 
the other hand by multiplying herself seven times over, Breitz starts to look like the 
master copy - the original form which all of the other performances derive (2003, 34). 
 
After looking at the ways in which Breitz re-animates the roles of famous female leads through 
her own gaze, I began to think about how her performances differed from those she replicated. 
This led me to consider the possibility of difference and fragmentation within the culturally learnt 
masculine gaze, as looking at the re-animations made me question how my own re-
interpretations of cinematic imagery differ from their filmic influences. This idea of how difference 
produced through my own re-performance and fragmenting of cinematic imagery is discussed in 
Chapter Four. In Breitz’s re-animations the protagonist’s masquerade, isolated from its extended 
filmic context becomes heightened to the point of hysteria.  
 
Luce Irigaray speaks of hysteria as a negative consequence of the masquerade when the act of 
mimicry has gone too far (Robinson 2006, 5). Hysteria in Becoming however, created through an 
almost excessive mimicry, brings the viewer’s attention to the way identity is created on screen 
and subsumed into culture. The title of the work Becoming points to the cultural construction of 
the masquerade. By “becoming” these protagonists (who are seen as America’s Sweethearts) Breitz 
points out the impossibility of mimesis. As while she has rehearsed every line and gesture she can 
still only approximate the original performance, mimicking, but never becoming the ideal 
representation.  
 
By re-performing these roles in this work Breitz does not seek to parody or make them appear 
ridiculous, but instead re-engages with these performances from the position of the cultural 
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consumer or fan in our current screen-obsessed culture. Breitz comments, “It’s certainly difficult 
to reconcile oneself to artistic strategies that have a utopian bent at this moment, given the 
accelerated pace at which every possible strategy of aesthetic resistance is absorbed, packaged and 
marketed as product in our current culture” (Breitz 2003, 34). Instead of resisting this culture, 
she operates within it from what could be termed a complicit standpoint (Drucker 2005, 35). 
Complicity allows her to simultaneously explore her own enjoyment of popular cultural 
representations, as well as critique the films and the identity roles of the women in them. My 
creative research operates from this position as like Breitz, my interest is in "...a questioning of 
how, in relation to others, the subject is formed" (Kraus 2009, 244).  
 
2.3 Complicity, Metamodernism and The Emancipated Spectator 
Through looking at the visual representations of the female protagonist in the works of both 
artists and filmmakers, I have been questioning how the subject is constructed by representation 
and vision is learnt culturally. As an artist I have learnt to see through the cultural 
representations that have populated my sight lines, but also through the prevailing cultural 
feeling, Zeitgeist. In this section I explore how the cultural attitude of the present moment 
constructs my way of making as well as viewing art. The discourse of complicity proposed by 
Johanna Drucker, Jacques Rancière’s writing on The Emancipated Spectator (2009) and the idea 
proposed by Timotheus Vermeulen and Robin van den Akker of Metamodernism (2010) are used 
to describe my position as an artist dealing with mass-mediated imagery, in a present no longer 
culturally aligned with the utopian ideals of modernism, but one that moves beyond the 
skepticism of postmodernism.  
 
As “artists working today are also keenly influenced by mass media and material culture as much 
as by the rich traditions of fine art” (Drucker 2005, xiv), my vision as an artist is created equally 
by both the films I view and my understanding of how artists have worked with these forms of 
representation.  The discourse of complicity proposes that an artist can be engaged with a 
cultural system of representation while also critiquing it. In my creative practice I am seduced by 
the New Wave filmic protagonist (exemplified by A in Last Year at Marienbad), while also 
conscious of the impossible mimesis presented by her masquerade. A mimesis that, when I re-
perform the gestures of A, I can only ever approximate. By re-presenting images of the body and 
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the sublime landscape that aim to enthrall the viewer, I am participating in the cultural 
production of images that invite scopophilia, while at the same time deconstructing them. This 
is particularly evident where I utilise discontinuity and fragmentation in the installation. In so 
doing the positioning of the viewer/spectator is altered from passive to active, seen in the work 
palaces (2013) and further discussed in Chapters Three and Four. 
 
The notion of the active viewer is explored in Jacques Rancière’s The Emancipated Spectator. In 
this book Rancière examines the tradition of critical art, to explore the potential that 
contemporary artworks might have to transform the passive spectator into an active participant. 
Rancière’s elaboration on this idea is part of a much larger discussion he makes about art and 
politics in general, it cannot be adequately covered in the scope of this project, and that is not 
my intention here. What I am drawn to however is his characterisation of thinking through 
contemporary art practices as a “melange of genres” (2009, 21), and how this particular idea 
folds across (and necessarily complicates) the discourse of complicity and the rethinking of 
spectatorship discussed earlier.  
 
As Rancière suggests there are three ways of understanding contemporary art and the “melange 
of genres” it offers up. The first is “that which relaunches the form of the total artwork.” In the 
modernist tradition this was meant as the final unity of art and life, but Rancière argues that this 
aim in contemporary art “tends to be that of a few outsized artistic egos or a form of consumerist 
hyper-activism, if not both at once.” The second he proposes is “the idea of hybridisation of 
artistic means appropriate to the postmodern reality of a constant exchange of roles and 
identities,” stating that the consequences of this second way are almost indistinguishable from 
the first. The third he argues, “aims not to amplify effects, but to problematize the cause-effect 
relationship itself and the set of presuppositions that sustain the logic of stultification” (2009, 
21-22). 
 
It is his third understanding of the potential of this “melange of genres” that resonates with my 
own ambitions. My practice is historically contextualised through the modernist and post-
modernist histories that Rancière describes. Equally it is also embedded in and responds to the 
idea of Metamodernism described below. It operates from the premise of complicity, it can and 
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does engage with various cultural systems of representation while also critiquing them. The aim 
of the work is to also draw the spectator’s attention to the system that it presents, to challenge 
their experience of it rather than provide totalising answers as to what that system might 
represent. It is this interstitial space, the contested site for the potential transformation from 
passive to active viewing that I am interested in stimulating through the complicit strategies of 
mimesis, mimicry, masquerade and the spectacle in the creative works. This is exemplified in the 
screen-based installations by the use of existing methods of representation to foreground their 
problematic construction through conceptual and formal processes of fragmentation.  
 
Rancière does however also suggest that this aim of contemporary art is not without its own 
issues, because for the artist 
  
what remains vivid, both in their practice and in the criticism they experience is precisely 
the ‘critique of the spectacle’ – the idea that art has to provide us with more than a 
spectacle, more than something devoted to the delight of passive spectators, because it 
has to work for a society where everybody should be active (2009, 63). 
 
The notion of the active spectator is complicated because what this implies is that the artist is 
somehow required to take on a pedagogical position, and that the artwork should function in 
some way to instruct a viewer.  
 
This didactic positioning runs contrary to the aims of many contemporary artists, including 
myself, who “do not wish to instruct the spectator...They simply wish to produce a form of 
consciousness, an intensity of feeling, an energy for action” (Rancière, 2009, 14). It is this 
complicit, paradoxical, interstitial space, the exemplary site for the potential transformation from 
passive to active viewing that I am interested in stimulating in my artworks. 
 
Rancière elaborates on this problem of the politics of the artwork, which seeks to provide more 
than a spectacle, but to in some way call the viewer to action. As an example of how this 
emancipated spectator might come about he examines Martha Rosler’s photographs of the 
Vietnam War. In these photographs Rosler intertwined images of the Vietnam War with images 
for advertisements of petty-bourgeois furniture. Of viewing these works Rancière observes that, 
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there is no reason that the sensory oddity produced by the clash of heterogeneous 
elements should bring about an understanding of the world; and no reason either why 
understanding the state of the world should prompt a decision to change it. There is no 
straightforward road from the fact of looking at a spectacle to the fact of understanding 
the state of the world; no direct road from intellectual awareness to political action 
(2009, 75). 
 
Rancière addresses this issue of spectatorship by exploring how meaning is formed for the 
emancipated spectator. He explains that the viewer is not simply instructed what to think and 
then connect to that thought. Instead they engage with the work, and the meaning is 
constructed through their engagement with the artwork.  This is a result of the spectacle the 
artist has presented, but also through other cultural histories that “she has seen on other stages” 
(2009, 13). Describing the limitations that this situation presents for the artwork Rancière states 
that,  
Film, video art, photography, installation and all forms of art can rework the frame of our 
perceptions and the dynamism of our affects. As such, they can open up new passages 
towards new forms of political subjectivation. But none of them can avoid the aesthetic 
cut that separates outcomes from intentions and precludes any direct path towards an 
‘other side’ of words and images (2009, 82). 
 
If we understand that there is now no direct line between the intentions and outcomes of an 
artwork, it is because the vision of the spectator is culturally constructed. This individual 
cultural vision of each spectator and maker (constructed through the combination of culture the 
spectator has viewed elsewhere and how they connect it to the artwork) is the element of 
spectatorship that my project engages with. This is because as Rancière asserts “The mere fact of 
viewing images that denounce the reality of a system already emerges as complicity with this 
system” (2009, 86). This idea of a complicity in the system echoes Drucker’s notions, where 
now ideas of complicity and criticality are no longer in binary opposition to each other. 
Timotheus Vermeulen and Robin van den Akker further explore this conflation of concepts in 
their paper Notes on Metamodernism (2010). 
 
In the paper Notes on Metamodernism Vermeulen and van den Aker argue that the current 
cultural feelings are “characterized by the oscillation between a typically modern commitment 
and a markedly postmodern detachment” (2010, 2). They describe this structure of feeling as 
metamodernism. The authors use of the prefix of “meta” and combine it with the term 
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modernism to situate metamodernism “epistemologically with (post) modernism, ontologically 
between (post) modernism, and historically beyond (post) modernism” (2010, 2). Vermeulen and 
van den Aker have done this because they see in artistic practice that “new generations of artists 
increasingly abandon the aesthetic precepts of deconstruction, parataxis and pastiche in favor of 
aesth-ethical notions of reconstruction, myth, and metaxis” (2010, 2).  They assert that for these 
artists approaches to making or seeing present an attitude toward culture of pragmatic idealism 
(2010, 5) where artists create in order to provoke questions about, rather than solutions to 
contemporary cultural, social or political concerns.  
 
The authors talk about this attitude or feeling as being both influenced by the idealistic dialogue 
of modernism and the skepticism of postmodernism where “Metamodernism moves for the sake 
of moving, attempts in spite of its inevitable failure; it seeks forever a truth that it never expects 
to find” (2010, 5).  As I have discussed previously this idea of the importance of questioning 
without the expectation of a definitive answer also informs my own approach to practice. As an 
artist I understand my works to be analysing, altering and fragmenting representation but not 
presenting a finite solution to the problem of representation. The work interrogates the 
gendered constructions of representation present in film but is at the same time conscious of the 
multiplicity of understandings the work might create through the cultural vision of each 
spectator. This ties back into Vermeulen and van den Akker’s assertion that “The metamodern 
is constituted by the tension, no, the double-bind, of a modern desire for sens and a postmodern 
doubt about the sense of it all” (2010, 6). 
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By exploring the role of art, still tied to criticality but conscious of the limitations of the 
modernist and post-modernist models, the works produced in this research project “help sketch 
new configurations of what can be seen, what can be said, what can be thought and, 
consequently, a new landscape of the possible” (Rancière 2009, 103). The installations produced 
across the project create that landscape through a metamodernist neoromantic13 perspective on 
previous ideas about cinema and representation to better understand how we function in them. 
In a metamodernist discourse “artists look back instead in order to perceive a new future that 
was lost from sight” (2010, 12). Central to discussions on how my screen-based installations 
function to alter our relationship to spectatorship, are the narratives of the miniature and the 
souvenir presented by Susan Stewart in her book On Longing  (1993). 
 
2.4 Narratives of Longing: The Miniature, The Souvenir and The Screen   
In this section I discuss Susan Stewart’s book On Longing, as well as the way that artists Hiroshi 
Sugimoto, Janet Cardiff and George Brues Miller approach the narratives of longing, the 
miniature and the souvenir, to consider how these concepts effect our experience of sites of 
spectatorship. Hiroshi Sugimoto’s Theatres series is explored to look at how feelings of longing 
tied to the silver palace14 further the principle presented in metamodernism that artists look 
back in order to create new landscapes for the future. The works The Paradise Institute (2001), 
Her Long Black Hair (2004), Ghost Machine (2005) and Alter Bahnhof Video Walk (2012) by 
Cardiff/Miller present two different views of this new landscape; one that directly mimics the 
silver palace, and one that dispenses with the idea of a fixed site of the cinema but still references 
and longs for the original site of filmic spectatorship. This longing for a cinematic past, seen 
through the production of miniatures and souvenirs, corresponds to how I approach the 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
13 In Notes on metamodernism Vermeulen and van den Akker state that neoromanticism is a trait of 
metamodernism. Influenced by Isiah Berlin’s description of Romanticism, they state, “romanticism is about the 
attempt to turn the finite into the infinite, while recognising that it can never be realised.” This is exemplified in the 
contemporary works of artists such as Bas Jan Ader, who search for the miraculous or the filmmaking of Michel 
Gondry and Wes Anderson, which attempts to “rekindle the naivety and innocence of their childhood.” (2010, 9) 
They state that what these works share in the neoromantic is “their use of tropes of mysticism, estrangement, and 
alienation to signify potential alternatives; and their conscious decision to attempt, in spite of those alternatives’, 
untenableness” (2010, 9). 
 
14 The term ‘silver palace’ is used within this exegesis to describe the movie palaces/theatres built between 1915 and 
1970. These theatres contained ornate interiors and focused upon a single screen unlike the multiplex where films 
are typically screened in present culture. 
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installation works in order to explore another understanding of how past patterns of 
spectatorship construct our vision and experience of spectatorship in the present. 
 
In On Longing, Stewart explores the way that objects are narrated culturally to create desire. She 
states that narrative is seen as “a structure of desire, a structure that both invents and distances 
its object and thereby inscribes again and again the gap between signifier and signified that is the 
place of generation for the symbolic” (1993, ix).  I think of Stewart’s framing of narrative here as 
analogous to Ranciere’s model for the way that meaning is constructed by the emancipated 
spectator through the narrative implicitly contained in every object or representation, and how 
that will differ for each viewer, dependent on the symbolic languages they have learnt to see 
them through. One of the narratives evoked by looking at sites such as the silver palace explored 
in the screen-based installations is the idea of longing for a space or time past. Describing her use 
of the term ‘longing’, Stewart states that, 
 
to note the location of desire, or, more particularly, the direction of force in the desiring 
narrative, is always a future-past, a deferment of experience in the direction of origin and 
thus eschaton, the point where narrative begins/ends, both engendering and transcending 
the relation between materiality and meaning (1993, x).  
 
This position of the narrative as future-past ties into my own view of the cyclical nature of 
representation and the construction of vision, further discussed in Chapter Three. Through 
creating miniatures that explicitly recall the spectatorship of the past, I am questioning how the 
site of spectatorship constructs our relationship to the image. 
 
The awkward experience of viewing the miniature cinema (discussed in detail in Chapter 4) 
creates a different phenomenological experience to that of a darkened cinema, where our bodies 
are seated next to the other spectators, part of a mass, yet separated from them through the 
conventions of filmic viewing. In my creative research the use of the miniature creates a 
connection to the individual body. Through its reduced scale, the experience of viewing shifts 
from being collective and anonymous to an intimate and personal engagement. This shifting of 
scale alters not only the viewing experience, but also our relationship to the architecture of the 
cinema.  Stewart talks about how the change of scale alters our engagement with an object from 
focusing on the interior to the anterior: 
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For the miniature in its exaggeration of interiority and its relation to the space and time 
of the individual perceiving subject, threatens the infinity of description without 
hierachization, a world where anteriority is always absolute, and whose profound 
interiority is therefore always unrecoverable (1993, 44). 
 
This shift is seen in the use of miniature cinemas in my installations. The cinemas edited, then 
reconstructed in steel and voile evoke the interior of the silver palace. The chosen scale of these 
objects alters our experience as a viewer, which can now only ever be an anterior one. The large 
auditorium and seats are lost, replaced instead by a private space that can admit no one. By 
reversing our expectation of space these screen-based installations turn the imposing site of the 
cinema into a souvenir of the experience of viewing. The souvenir is described by Stewart as, 
 
emblematic of the nostalgia that all narrative reveals-the longing for its place of 
origin…The souvenir seeks distance (the exotic in time and space), but it does so in 
order to transform and collapse distance into proximity to, or approximation with, the 
self. The souvenir therefore contracts the world in order to expand the personal (1993, 
xii). 
 
By contracting the world, the souvenir links directly to the personal construction of the viewer’s 
vision. By taking the cinema, a site that is too large to see in totality (both interior and anterior), 
and reducing it to a miniature these works alter the viewer’s relationship to the object through 
changing the body’s interaction with it. Instead of being a structure that we are dwarfed by, the 
gigantic (seen by Stewart as a metaphor for public life) in screen-based installations such as 
palaces becomes a metaphor for interior space, the domestic (1993, xii).  
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Hiroshi Sugimoto’s Theatres 
 
Figure 9, Hiroshi Sugimoto, Avalon Theatre, Catalina Island, 1993, Photograph. 
From:http://www.hirshhorn.si.edu/wp-content/uploads/2012/11/05.-Avalon-Theater.jpg 
 
Hiroshi Sugimoto’s photographic series Theatres present another way of looking at the silver 
palace as souvenir. Theatres produced between 1975 and 2001 explore the materiality of film as 
well as the interior space of silver palace. When talking about the work, Kerry Brougher 
maintains that it, 
 
…captures the ornate interiors of these cinematic dinosaurs with the light reflecting off 
the movie screen. By leaving the shutter open throughout the screening, an entire film is 
compressed into a single, iconic, white rectangle that speaks of many things: of abstract 
painting and radiant windows, of Zen voids and minimalism, and ultimately, in light of 
the films absence, of the disappearance of the classic cinema and the decline of these 
grand twentieth-century cathedrals (2005, 21). 
 
These photographs document a site of spectatorship that is tied to the discourses of longing. 
Where at first glance the focus of the work appears to be on the screen, the interior space of the 
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silver palace becomes more and more important with each image. By grouping the photographs 
into a series, the repetition of the centrally located screen highlights the differences and 
similarities between each space. They read together as a dialogue of the past, captured in the 
present and in so doing create a new understanding of the site, which aligns with Stewart’s 
concept of the future-past. It is this idea of ‘transforming and collapsing distance into proximity’ 
that has been important in exploring how my own installations can also ‘contract the world in 
order to expand the personal’ in the project. 
 
Cardiff /Miller 
The future-past is also explored in Cardiff/Miller’s works Paradise Institute (2001), She Had Long 
Black Hair (2004), Ghost Machine (2005) and Alter Bahnhof Video Walk (2012). These works 
explore ideas of cinematic longing and scale, most evident in the early diorama work Paradise 
Institute, but also in audio and video walks such as Ghost Machine where the listener/viewer is led 
around a specific location by spoken instructions from the artist. These works both contract and 
expand our experiences of spectatorship and in so doing explore the phenomenological 
experience of how viewing constructs our understanding of cinematic representations.  
 
Paradise Institute positions the audience inside a diorama of a classic movie theatre, where a video 
specially made for the structure is showing. This work presents the viewer with an anterior 
experience of a large box complete with stairs and four doors, behind which they can queue 
while they wait for the next session to begin. Upon entering Paradise Institute the viewer takes a 
seat in one of two rows of cinema chairs. In front of the seats, projected downwards, is the 
cinema screen in miniature. Through effects of trompe l'oeil, the viewer sees the screen situated 
in what appears to be a large auditorium of a silver palace. This work shifts the perspective of the 
viewer back and forth between the gigantic and the miniature, interior and anterior, where the 
effect created by the artists’ careful construction positions the viewer on the balcony of the 
theatre.  
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Figure 10, Cardiff/Miller, Paradise Institute (Installation View), 2001. 
From:http://www.cardiffmiller.com/artworks/inst/paradise_institute.html 
 
 
Figure 11, Cardiff/Miller, Paradise Institute (Installation View), 2001. 
From:http://www.cardiffmiller.com/artworks/inst/paradise_institute.html 
 
The video that screens inside this space is a condensed narrative that draws on the language of 
film noir. In viewing this work the video is secondary to our experience of the miniature and the 
meanings evoked by site of the silver palace. Sound is an integral component of the spectorial 
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experience of this work. Each viewer wears a set of headphones and these headphones play not 
only the audio tied to the video, but another secret track. This track is comprised of sounds such 
as popcorn rustling and the artist whispering in our ear as if she was seated next to us. Paradise 
Institute plays upon the conventions of traditional spectatorship where, as the auditorium is 
darkened for the session we dissociate ourselves from each other, drawn to the glowing screen. 
When Cardiff whispers in our ear this experience is shattered and the viewer is once more aware 
of the positioning of their bodies in relation to others. By making the viewer aware of their 
phenomenological experience of the cinema, the traditional somnambulistic mode of 
spectatorship is altered and the illusion of cinematic continuity presented by the image on the 
screen disrupted. 
 
The walks created by Cardiff and Miller further the phenomenological experimentation begun in 
Paradise Institute. The walks take place in a range of spaces, from Central Park in New York for 
Her Long Black Hair (2004), to a baroque German theatre in Ghost Machine (2005), and most 
recently a train station in Kassel for Alter Bahnhof Video Walk. Despite these changing locations, 
the works all present narratives of longing for the cinema constructed through their use of sound 
and imagery. 
 
Janet Cardiff comments in Janet Cardiff: The Walk Book that sound is the key element in linking 
the cinematic dialogue to the work, 
 
I think that the element that resonates with the detective/ film noir / science fiction 
genres in my pieces partially comes out of the medium that I use. Sound has an ability 
to scare you; its invisible ghostly presence is connected to our primal fears. The 
impression of a footstep behind you or a cracking twig can make you jump immediately 
without thinking. By their very nature, the sounds that I use create the content of the 
pieces (Schaub 2005, 209). 
 
Sound is an integral part of filmic codes and the use of sound in a Cardiff/Miller walk serves to 
lead the audience/viewer/listener through the artwork. The artists' use of Cardiff’s voice to 
narrate a phenomenological experience to the viewer has influenced the use of sound in my 
screen-based installations. In these I have explored the way in which the artist’s voice can be 
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used to guide or direct a viewer through a work.  Richard Torchia comments on this effect of 
narration in a Cardiff/Miller walk in his essay Beat Poetry, 
 
[the] …artists [Cardiff/Miller] frequently cast the spectator in the role of protagonist 
who is invited to negotiate that slippery space between seeing and hearing. In 
embarking on the adventures provided by their projects, we become immersed in 
unforeseen combinations of audio and visual phenomena mixed with actual and virtual 
experience. The resulting synthesis expands our understanding of the mechanics of 
perception while altering our relationship to electronic media (2005, 15). 
 
Like that of Cardiff/Miller, my screen-based installations create a different type of engagement 
with the viewer, one that makes the spectator central to the experience and interpretation of the 
work through their presence in it. In these works I construct environments where "our sensation 
of time and space becomes fictionalised. "Now" and "here" dissipates and coalesces with 
multiple periods of time and places” (Schaub 2005, p.12). This fictionalising of time and space 
to create an expanded narrative viewing experience that destabilises and reimagines our usual 
pattern of viewing will be further explored in Chapter Four. 
 
Through exploring the implicit narrative of longing contained in the works of Hiroshi Sugimoto, 
Janet Cardiff and George Brues Miller, I have investigated the ways that traditional spectatorship 
is collapsed and expanded in contemporary art practice. The works discussed play with scale to 
turn our experiences from anterior to interior to examine how the site and size of the work alters 
our relation to the subject. Building on these narratives of the miniature and its ties to the 
souvenir, this project has explored how the dialogues of the future-past create new landscapes for 
viewing gendered representations in contemporary art. 
_______ 
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By looking at how the vision of the maker is constructed culturally the contextual review has 
shown how artists and filmmakers have worked within the masculine gaze to produce 
representations that respond to dominant cultural constructions through masquerade. I have 
explored how the cultural attitude of complicity, ideas of the emancipated spectator, the cultural 
feeling of metamodernism, as well as notions of longing and the souvenir, have contributed to 
the framing of the creative research. Chapter three extends on this framework to address how 
these cultural, critical and artistic contexts have been incorporated into my methodological 
approach to research. 
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Chapter 3: A Discontinuous Gaze: Methodologies 
The research methods employed in this project combine studio practices strongly anchored in 
digital media and installation processes along with critical and reflective engagements of other 
visual art, cinematic practices and theoretical texts. This forms a system of working that activates 
a cyclical process of overlapping research approaches that inform and provoke the overall 
operations of the creative practice. These methods have been anchored in the processes of 
making inherent to my practice over the course of the project. This has meant reviewing 
particular innovations of French New Wave cinema and deconstructing specific films of Varda 
and Renais to formally understand how they employ various elements of visual signification as 
filmic tropes. I then creatively play with these elements and devices through reconstructing and 
re-performing filmic vignettes, editing the reconstructed imagery and reviewing these new works 
in various forms of installation. This in turn leads back into a new cycle of critical and creative 
research that elaborates on or further recontextualises the body of work being developed. 
Working this way has allowed me to loosely adopt the role of the auteur from cinema, 
reimagining this mantle as a contemporary visual artist, to create a method of working where I 
am director, actor, cinematographer, writer, editor, producer and reviewer. This also enabled me 
to question how my gaze has been constructed through screen culture, and examine to what 
extent my subjectivity as an auteur can shift or fragment the screen-based outcomes. In the 
context of a creative practice-led methodology, this cyclical making framework has directed my 
engagement with the relevant research paradigms discussed in Chapter One, and been guided by 
the contextual research outlined in Chapter Two. In this chapter I discuss the hybrid 
methodological approaches and working methods that have defined my research. The outcomes 
of this research and its key findings are discussed in Chapter Four. 
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3.1 Practice Led Research  
As this is a practice-led research project, the primary research findings of this undertaking were 
presented in the artworks in the final exhibition, palaces (2013). Frayling, in the paper Research in 
Art and Design, has described this kind of practice-led research where, "…the end product is an 
artefact - where the thinking is, so to speak, embodied in the artefact, where the goal is not 
communicable knowledge in the sense of verbal communication, but in the sense of iconic or 
imagistic communication” (Frayling 1994, 4).  This idea of ‘embodied’ knowledge as artefact is 
reflected in the overall approach to the projects outcomes. The exegesis plays an important role 
in contextualising and articulating the research undertaken, however it has been the practice-led 
research that has processed and reimagined the theoretical texts and other creative works 
examined. These ‘embodied’ outcomes, as screen-based installations, are what offer up previously 
unconsidered possibilities and experiences for the ideas and forms researched. As such it can be 
said that, "...new theory is constructed through and by the artwork, or in other words, the 
artwork becomes theorised itself” (Holdridge and Mcleod 2006, 2). Understanding how an art 
practice operates as a site for creative research, and artworks can function as critical texts, has 
enabled me to playfully and intuitively explore complex issues using methods that exist outside of 
traditional academic research. The methodology of play is defined within this research project as 
an intuitive, open-ended, conversational and speculative method of making. As this method is 
open-ended, it is often undertaken without a specific goal for the creative outcomes in mind. 
 
Consequently, my research is “…initiated in practice, where questions, problems, challenges are 
identified and formed by the needs of practice and practitioners” (Gray 1998, 3). Where "...the 
relationship between the visual and the textual is both dialogical and elliptical with either practice 
finishing the sentence implied by the other” (O'Riley 2006, 94). This describes the relationship 
between critical theory and creative practice in my research project, where the creative research 
and methods have developed cyclically, symbiotically tied to the written theoretical aspects, 
informing, directing and questioning each other. In this context it is also the creative processes of 
making that construct the research methodology. The research philosophy is embodied in the 
making processes, in much the same way as the findings are embodied in the final artefact. For 
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this reason, the remainder of this chapter will discuss the methods essential to this project and 
their theoretical underpinnings.  
 
3.2 Scopophilic Deconstruction 
The underlying method in my making process is best described as scopophillic deconstruction. 
This terminology relates to my own desire to view the cinematic mimesis presented in French 
New Wave films and explore its construction by deconstructing it. The idea of taking a 
deconstructive approach to unpacking the play of spectatorship, masquerade and complicity that 
runs through the practice was prompted by the art historian Stephen Melville’s writing about 
trying to make sense of his experience of his role as art historian in the process of analysing art. I 
strongly identified with the way he discussed the complicated ‘seams’ that run through the 
process of making and/or interpreting artworks that depend on “the complex attachment to and 
detachment from” our objects of study. The way that he described how it might operate - 
“maybe its best to say that deconstruction is interested in the relations among such versions, 
conversions, and diversions of ourselves and our objects” (1994, 44) - also resonated with how I 
have to negotiate the various facets of the practice in a complex ‘dance’ of practice, theory and 
context. 
 
Melville’s account of deconstructive operations as a complicated ‘knot’ of subjective, objective, 
and contextual forms of creative and critical analysis make sense to me as an artist. I work from a 
position of desiring the very cultural forms I equally choose to critique, I perform these across 
various modes of subjectivity as a female artist, and I understand that this is the self-engendered 
paradox – the aporia – that many artists I associate with occupy in their own creative 
explorations. It is certainly what I identify with when Melville discusses the complicated systems 
of signification that make up how, as an artist, I have to negotiate multiple textual forms to 
establish a field for the practice to articulate itself from, as he says, 
 
how it is that there is a field: what it is that our knowledge can never take the final shape 
of some clear view across the terrain but must be built always out of a thick interplay of 
language, object, and discipline in which no one of the terms stands wholly inside or 
outside any of the others. These things then turn within and through each other, creating 
complex pockets and interlacings, skeins and foams and knots (1996, 144). 
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As I examined in Chapter Two, I found the use of masquerade in New Wave films, with the 
exception of Cleo from Five to Seven, paradoxical. Films such as Last Year At Marienbad made me 
consider how even in a movement concerned with displaying the mechanisms of filmic 
construction, the masquerade of the female protagonist was heightened. As a result of thinking 
about how Resnais constructed imagery that alters our expectation of filmic structure while 
reinforcing representational stereotypes, I began to address these films in two ways. The first was 
from the complicit position of a satisfied consumer of the illusion of light and sound that is 
cinema; the second was as a feminist who is conscious of the ways in which the masquerade 
functions to perpetuate an impossible mimesis. 
 
This push and pull in my approach to thinking about the imagery of French new wave, led me to 
consider using (Melville’s) deconstructive approach as a way of revealing the conventional 
language of female representation in film while retaining the characteristics integral to the 
creation of my own visual pleasure. I wanted to negotiate how these complicated and potentially 
paradoxical ideas might be understood in their relationship to, and difference from, one another.   
 
By adapting Melville’s approach to deconstruction I have been able to consider the 
representations of women in these films, the critical theory they are intrinsically linked to, and 
my own contested relationship with these things. This wrestling through “the thick play of 
language, object, and discipline” is reflected in my approach to how the representations of the 
protagonists are analysed through the dual lens of feminist film theory and my own creative gaze, 
because none of these things “stands wholly inside or outside any of the others”. Employing this 
methodology has led to a questioning of not only how the representations were constructed by 
auteurs such as Resnais, but have also led me to reassess the mechanisms of the cultural 
construction of my gaze. Maintaining an openness to the operations of deconstruction as 
outlined by Melville has been important in the process and development of the creative works; 
as a means of making sense of the “complex pockets and interlacings, skeins and foams and 
knots” (1996, 144) that are negotiated in an art practice. 
 
These ‘skeins, foams, and knots’, represent the main outcomes of this research, created by a 
creative, playful, engagement with processes of deconstruction. The research approach employed 
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in this project can be broken down into: viewing films; re-viewing the cinematic representations; 
analysing these and creatively reconstructing them through digital media processes; re-viewing 
these new works in various forms of installation, and finally reflecting on and reworking these in 
response to the new possibilities they offer up. This process of viewing and re-viewing is tied to 
an expanded form of spectatorship and analysed by Laura Mulvey in Death at 24x a Second where 
she describes that with the aid of new media technology, the viewer can consume the full 
cinematic text, or disrupt its continuity by pausing, playing and re-winding the images (2006, 
38). Repeatedly viewing and re-viewing the representations throughout the course of this 
research project, the potential to fragment the initial representations became apparent. By 
pausing, slowing and repetitively viewing clips from the films the construction of the masquerade 
or the impossible mimesis was revealed.  
 
Over the course of the research project I have found the question of an alternate gaze to be very 
problematic.15 As a result of this difficulty in finding a uniquely feminine visual language created 
by the maker’s gender, I have examined the way the masculine gaze was used in French New 
Wave Cinema. I am fascinated with this cinematic movement because of the way its visual 
innovations can be reconsidered through digital processes and the way in which it attempted to 
reveal, via its own construction, the very concept of a ‘film’. I was also intrigued by how the 
masquerade was used to construct the identity of the female protagonist in the films previously 
discussed. As I continued to re-view as well as isolate these representations using new media 
techniques of spectatorship, I became interested in the multiplicity of gendered constructions, 
offered by Resnais and Varda. This multiplicity was created by the repetition of the protagonists’ 
gestures, re-enacted in different contexts throughout the films. This can be seen in the doubling 
of performance in Cleo From 5 to 7, where Cleo sings seriously for an audience present in her 
studio apartment in the first part of the film and playfully when she performs for herself alone in 
Montsouris Park. The altering or shifting of the subjectivity of the protagonist is also visible in 
the repeated and skewed gesture of looking apparent in Last Year At Marienbad. This is best 
viewed in two scenes where A and X each recount X walking into A’s bedroom. In the sequence 
tied to X’s description of the events, A watches him enter her bedroom without alarm, 
welcoming him with her eyes. In the second sequence created by A’s narration of the visit, she 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
15 As an alternate gaze would still position a female gaze as ‘other’ (Robinson 2006, 54). 
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stares at him in fear. By showing the viewer two differing views of the protagonists, Resnais and 
Varda began to break down the idea of a full cinematic mimesis. Interrupting the masquerade or 
showing an opposing view of the same sequence of events, opened up the representation. In the 
case of Cleo it revealed her as actress, mimicking herself and in so doing drew the viewer’s 
attention to the construction of Cleo the singer as a character built from masquerade. In Resnais’ 
use of mimetic multiplicity, he breaks with one ‘true’ representation and narrative structure, and 
instead presents us with cyclical, discontinuous sequences; he disrupts the somnambulistic 
experience of viewing associated with traditional narrative film. 
 
After repeatedly watching how cinematic mimesis worked in these films and other examples 
discussed, I thought about how my response to this was mediated by the idea of iterability, or 
each masquerade’s ability to be altered when repeated in different contexts. By recontextualising 
these filmic elements they began to coalesce into a broader collection of interchangeable 
signifiers. Deconstructing the films with my own learnt masculine gaze, I structured images that 
contained both the possibility of difference and sameness (Stocker 2006, 170). This related to 
the mimetic practices addressed in Chapter Two, where women watching the protagonist in 
films identify with her masquerade, attempting to make themselves in her image (Robinson 
2006, 8). This process enabled me to think about the “versions, conversions, and diversions of 
ourselves, and our objects” (1994, 44) that Melville describes, and that I started to recognise in 
the formal tropes employed by Varda and Resnais. These ideas and creative strategies came 
together in a ‘knot’ that became the beginning of an on-going questioning and re-conceptualising 
of filmic representations in the project. This process of working is the first step of the 
methodological cycle; the practice of the ongoing reviewing and revision of footage then crosses 
over into the next creative cycle of the process, re-performance. 
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3.3 Play, Re-performance and Recording The Self 
The second step of the research process involves playing with the visual signifiers selected from 
the source material, both consciously and through chance procedures. Using my subjectivity as a 
critical lens, aspects of the texts are playfully recreated by re-performing and recording.  As 
detailed previously the idea of play as a methodological approach to research describes an 
intuitive, open-ended, conversational and speculative method of making. As this method is open-
ended, it is often undertaken without a specific goal for the creative outcomes in mind. It allows 
the ‘skeins and foams and knots’ of research approaches to become part of the creative 
outcomes. This process of play, which I think of as analogous to Melville’s discussion of 
deconstruction, is described by Nicholas Davey in Art and Theoria, when he suggests that the 
“…conversational engagement between art and theory and practice’, can bring about 
‘unexpected and transforming possibilities within practice…” (2006, 94). Play, as a conceptual 
and formal approach to creative practice, is utilised in the re-performance and reconstruction of 
the filmic elements in the work, as it offers up a way of working that is entirely reliant on my 
own subjectivity. It is in this way ‘freed’ from the usual constraints associated with the 
traditional production of film, allowing for unexpected poetic outcomes. These in turn work to 
further the question of how my own subjectivity constructs meaning when my gaze mediates 
filmic imagery constructed by screen-culture.  
 
Dual understandings of the self as subject and object of the gaze are utilised in this part of the 
process where I am both in front of and behind the camera. The gestures distilled from my 
observations of the female protagonists such as A are re-performed and recorded, employing 
intuitive structures of play. By doing this, both the planned gesture to be re-performed and the 
shots of the landscape surrounding the protagonist are left open to chance elements. These 
chance elements present new directions and possibilities for the works, evidenced in my later 
creative research by the on-going process of re-working a specific landscape. 
 
The film works of artist Tacita Dean have heavily influenced my use of the landscape in the 
creative research. Dean creates works that are richly textured, and full of cinematic imagery of 
differing settings. Her works use unaltered, existing scenery to create films where the landscapes, 
as well as the structures present within them, become the subjects. These works capture the 
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narratives evoked by the histories of these landscapes, often drawing on romantic historical 
dialogues. This use of the landscape as a chance subject in a work such as Bubble House (1999) 
has shaped my approach to recording imagery, particularly in the later works. Bubble House was 
created almost entirely through chance after Dean travelled to Cayman Brac in the Caribbean, to 
film the wrecked boat of Donald Crowhurst for her work Teignmouth Electron (1999). While on 
the island she came across an abandoned futuristic ‘bubble’ house and made a poetic, unplanned 
film work that responded to this chance encounter.  
 
 
Figure 12, Tacita Dean, Bubble House (Still), 1999, Film. 
From: http://www.macba.cat/uploads/20111026/tacitadean_770x315.jpg  
 
This approach, where the work responds to and is directed by chance elements found in the 
landscape, has been employed as a key making strategy. Being sensitive to these chance elements, 
such as the kind of lighting associated with times of the day, or the passage of a boat, have played 
a more active role in the construction of new work. These elements are combined with the re-
enacted cinematic gestures to create works that play more with cinematic constructions of place. 
I am melding my gaze, as well as my body with chance elements of the landscape and filmic 
discourse, in order to open up the poetic potential of these constructed and aleatory 
arrangements.  
 
In the re-performing and recording of myself I am altering the production of the system of 
representation, while still working within it to create images of visual pleasure. By using my own 
body in the re-performance of the female protagonist I am also exploring how my gaze can 
produce scopophilia, presenting imagery of the same transformed into other by cinematic mimesis. 
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In seeking to record imagery that is visually seductive I am turning my image into an object for 
scopophillic pleasure, both for the viewer and myself. This produces a complicated negotiation 
between the roles of the actor or ‘star’ and spectator. This negotiation replicates the process 
discussed by Jackie Stacey in Star Gazing: Hollywood Cinema and Female Spectatorship, where “the 
star’s identity is selectively re-worked and incorporated into the spectator’s new identity” (1994, 
171). The relationship of the spectator to the cinematic image is problematic because it creates 
ideas of identity based on an impossible mimesis. The impossibility of cinematic mimesis is made 
explicit in my own re-workings of protagonists such as A or Cleo. In these re-performances while 
I am able to appropriate the gesture or their costume I am unable to merge my image completely 
with theirs.  
 
This problematic grafting between the spectator’s identity and the mimetic identity presented by 
the star is explored in the works by closely examining the qualities of the medium of video; in the 
recording and projecting of my image. The capacity of the medium of video to record and 
project the image of the performer is discussed by Rosalind Krauss in her article Video: The 
Aesthetics of Narcissism (1976). In the article Krauss states that, 
 
Unlike the other visual arts, video is capable of recording and transmitting at the same 
time – producing instant feedback. The body is therefore as it were centered between 
two machines that are the opening and closing of a parenthesis. The first of these is the 
camera; the second is the monitor, which re-projects the performers image with the 
immediacy of a mirror (1976, 52). 
 
While this project is not concerned with practices of simultaneous projection and reception, the 
function of the medium of video to act as a digital mirror of the performer, which is then 
projected at another time, is important to understanding my work. The artworks produced in 
this project mediate filmic identity by an engagement with these aspects of the video medium. 
Working in video to remake images from film reaffirms the previously discussed notion of the 
‘future-present’, where the link between present and past media and related discourses disrupts 
the continuity associated with the projection of the filmic image.  This method of employing 
discontinuity as an editing strategy is utilised as another key step in the creative process. 
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3.4 Discontinuity Editing 
In contrast to the free play of theory and practice that characterises both the development and 
recording of the creative research, the method of editing the work is a highly controlled process. 
David Bordwell and Kristen Thompson’s explanations of discontinuity editing; Mulvey’s 
expansion of the role of the spectator in Death 24x a Second; as well as Nicholas Bourriaud’s 
writing on postproduction have importantly informed this approach to working. I explore these 
ideas creatively in my works to construct my own strategies of editing, which further explore 
how my gaze has been constructed by cultural frameworks as well as how it can be utilised to 
affect change. 
 
In Film Art: an Introduction Bordwell and Thompson describe discontinuity editing as a re-
working of the continuity system typified by pre-war Hollywood films such as The Maltese Falcon 
(1941). In The Maltese Falcon the continuity system of editing creates a “smoothly flowing space 
that remains subordinate to narrative action.” (2010, 238). By contrast, discontinuity editing 
can take a variety of forms, such as crossing the imaginary 180 Degree line, jump cutting, using 
non-digetic inserts or editing the story line so that it does not take place in the conventional 1-
2-3 order (2010, 257-8). A particularly relevant example of how discontinuity has been used to 
deconstruct is the impossible continuity editing seen in Alain Resnais’ Last Year At Marienbad. 
Bordwell and Thompson describe an excerpt from this film to highlight how Resnais has used 
match-cuts of women to create a sequence that is both continuous and discontinuous. They 
recount the visual construction of the scene, stating that in it we view,  
 
Small groups of guests standing around the hotel lobby; one medium shot frames a 
blonde woman beginning to turn away from the camera. In the middle of her turn there 
is a cut to her, still turning but in a different setting. The smooth match on action along 
with the woman’s graphically matched position in the frame implies that she is moving 
continuously, yet the change of setting contradicts this impression (2010, 261). 
 
By creating an impossible continuity, where protagonists glide through the setting, the 
conventional spatiotemporal understanding of the cinema frame and the representations 
contained within it are disrupted.  This play with the spatiotemporal is also explored by Resnais 
in Last Year At Marienbad and Hiroshima Mon Amour by his use of return and repetition in the 
editing of the narrative. By repeatedly returning to particular points in the narrative, our 
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understanding of its construction becomes cyclical rather than linear, and our traditional 
understanding of narrative is shattered. Continually creating and re-creating a scene, the idea of a 
cinematic truth in these films is removed and the cinematic illusion of space and time breaks 
apart. Laura Mulvey further explores this idea of repetition as a means of creating discontinuity 
in Death at 24x a Second.  
 
In Death at 24x a Second Mulvey describes how “return and repetition necessarily involve 
interrupting the flow of film, delaying its progress, and, in the process, discovering the cinema's 
complex relation to time" (2006, 8). It is this complex relation to narrative representational time 
that my own work seeks to reveal. In palaces the original narrative pause imposed by our 
scopophillic pleasure in watching the female protagonist is now eternally extended or frustrated 
by the choices I have made as editor. Anna Everett in ‘Digitextuality and Click Theory’ in New 
Media Theories and Practices of Digitextuality writes that, 
 
new digital media technologies make meaning not only by building a new text through 
translation and absorption of other texts, but also by embedding the entirety of other 
texts (digital and analogue) seamlessly within the new (2003, 30). 
 
It is this absorption of the original text into moving images that I want to reveal through the 
editing process. When separated from the figure in the landscape, but left with the image of a 
shoe or a voice repeated on an endless loop, we fall back on our experience of cinema to complete 
the narrative. This concept of how cultural experience creates our experience of narrative is 
analysed by Nicholas Bourriaud in Postproduction (2002). 
 
Postproduction examines the way artists produce works from existing cultural materials, and 
Bourriaud links DJs, web surfers and postproduction artists together, with the umbrella term 
“semionauts”. He discusses the way that “semionauts” create new works by forging new pathways 
for potential meanings through their recombination of signs. “Every work is issued from a script 
that the artist projects onto culture, considered the framework of a narrative that in turn projects 
new possible scripts, endlessly” (2002, 12). In many ways this describes the way I recontextualise 
artefacts already present in cultural discourse, and engage with ideas of the future-past. Bourriaud 
goes on to suggest that postproduction artists “re-edit historical or ideological narratives, 
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inserting the elements to compose them into alternate scenarios” (2002, 39). This re-editing of 
the past also plays out in my screen-based installations by editing the video into non-linear 
narrative vignettes and re-constructing the silver palace into miniature sites of spectatorship. 
These installations deconstruct the visual material further by separating out individual shots into 
delineated channels and forms, while referencing and re-aligning the larger historical narrative of 
cinematic viewing. 
 
3.5 Re-Constructing the Cinema: Screen-Based Installation 
Following on from my engagement with discontinuity editing and practices of postproduction, 
the screen-based installations created throughout the course of this research project fragment 
cinematic spectorial experience. They do this by replicating in miniature the site of the cinema 
and in doing so transform our phenomenological experience of the screen. The screen-based 
installations draw upon Hunter Vaughn’s writing on the frame; ideas of spectatorship discussed 
by Chrissie Isles and Kate Mondloch and Mieke Bal’s analysis of “gallery film”.  
 
In Where Film Meets Philosophy (2012) Vaughn describes how “the frame determines the 
relationship between the spectator and the visual objects, thus determining the spatial structure 
through which the spectator is given the visual content” (2012, 42). Installations such as across 
the sea (2012) or palaces (2013) expand the spatial structure of the frame. In these works the 
single frame presented by the cinema is extended out into a field of miniature screens, each 
containing a single edit. In this expanded cinema created by installation, devices such as non-
digetic narration and differentiated, yet linked settings create spatial match-cuts. These tie the 
installation together into one cinematic field of reconstructed vision. The installations present a 
means of seeing that links to the space beyond the frame, which the viewer is made conscious of. 
This is unlike the experience of traditional cinema, where once the lights have been dimmed “the 
viewer disregards the space of the cinema for the duration of the film” (Mondloch, 2010, 64).  
Instead, the cinematic field of multiple screens presented in palaces requires the viewer to move 
through the installation, and be conscious of their phenomenological experience. 
 
In Into the Light: The Projected Image in American Art 1964-1977, Chrissie Isles examines the 
experience of viewing screen-based installations from a historical standpoint. She contrasts the 
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phenomenological experience of viewing in the cinema, where a single bright screen is visible in 
the pitch-blackness and the viewer assumes a passive role, to the experience of seeing in 'the 
dimly lit gallery' where she argues the viewer is engaged in a 'wakeful state of perception' (2001, 
34).  Isles suggests that this evolution of spectatorship builds upon, “Minimalism's 
phenomenological approach, [as] the darkened gallery's space invites participation, movement, 
the sharing of multiple viewpoints, the dismantling of the single frontal screen, and an analytical, 
distanced form of viewing” (2001, 33).   
 
Kari Yli-Annala further explores the experience of viewing both inside and outside of the gallery. 
Yli-Annala proposes that all screening-situations fuse the “physical time and space occupied by 
the viewer with the fictive time and space of the installation” (2002, 223).  The experience of 
viewing in a gallery space opens up or fragments this fusion by making the viewer more 
conscious of their environment and relationship to other viewers. This experience of being able 
to move in space while viewing a video installation, and choose the duration of our viewing 
experience, means we become embodied participants in the cinematic parenthesis that is the 
works projection and reception. 
 
The experience of embodiment created by the gallery installation is summarised by Kate 
Mondloch in Screens: Viewing Media Installation Art. She argues that, 
 
Installation artworks are participatory sculptural environments in which the viewer's 
spatial and temporal experience with the exhibition space and the various objects within 
it forms part of the work itself. These pieces are meant to be experienced as activated 
spaces rather than as discrete objects: they are designed to "unfold" during the spectator's 
experience in time rather than to be known visually all at once. Installations made with 
media screens are especially evocative in that as environmental, experiential sculptures, 
they stage temporal and spatialized encounters between viewing subjects and 
technological objects, between bodies and screens (2010, xiii). 
 
 It is this alignment between the body and the screen that is expanded in palaces, where the 
viewer must move through the space to construct the narrative experience. As only a few screens 
can be seen at any one time, the viewer creates different combinations of imagery as they move 
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through the space. In so doing this work is constructing and reconstructing scopophillic 
experience by changing the spatiotemporal relationship of the viewer to image.  
 
Mieke Bal analyses the construction of the viewer’s spatiotemporal relationship to screen-based 
installations that draw upon cinema or “gallery film”. Bal borrows the term gallery film from 
Catherine Fowler’s article Room For Experiment: Gallery Films and Vertical Time From Maya 
Deren to Eija Liisa Ahtila (2004). This article examines the vertical construction of narrative in 
installation artworks that draw on cinema. I explore this term as a critical lens through which to 
read the creative practice in Chapter Four. However it is Mieke Bal’s interpretation of it in her 
book, Thinking in Film (2013) that is most relevant to my methodological approach to screen-
based installation. Bal argues that gallery films use “cinematic techniques and aesthetics to 
displace the primary feature of cinema, its temporality…” (2013, 125). She proposes that in this 
displacement, these works turn temporality into a spatial feature. In expanding our experience of 
time into space, gallery films alter the time/space hierarchy of the cinema and reverse it. It is in 
this reversal, where the physical space is imbued with time, that our spatiotemporal experience 
becomes fragmented, and an awareness of the space between screens is presented.  
 
This space between screens becomes an active space that is as much a part of the artwork as the 
moving images.  Unlike in the cinema auditorium, where the viewer focuses their attention on 
the one screen, screen-based installations activate the gaze of the viewer in multiple ways by 
creating a field of positive and negative space. As the spectator moves through the space of a 
screen-reliant installation, it becomes a site of inter-implication (Mondloch 2010, 2). That is, 
their experience of the work is made from “the projection screen and other material conditions of 
screening, but also encompasses sentient bodies and psychic desires, institutional codes, and 
discursive constructs" (2010, 2). Mondloch’s understanding of desire in this inter-implication 
links to the pleasure in viewing created by cinematic systems of representation and spectatorship. 
This builds on the concept of the emancipated spectator as well as the idea of future-past 
expressed in metamodernism, where our desire is culturally and historically conditioned. As the 
processes of postproduction explore, this desire is contained within existing cultural symbols that 
are reprocessed and remixed to create new screen-based installations that further this dialogue. By 
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re-animating existing cultural sites of spectatorship the installation works embed past discourses 
of desire in the present to explore how these sites affect our experience of scopophilia. 
 
3.6 To Gaze Once More  
The experience of viewing the screen-based installations created across this project mirror the 
methodology used to create them, they fold across one another. There is no clear sense of 
beginning or end of narrative time or space for the viewer or myself as the maker. The practice is 
understood as a constellation of questions being asked, which are answered in multifarious 
interconnected ways, which in turn then lead into the next work.  In this methodology, 
reviewing the filmic representations through a deconstructive lens; playing with cultural 
representations in the landscape; editing with the framework of postproduction; re-creating the 
site of cinematic spectatorship for reviewing and re-editing are repeated as an on-going process 
that is constantly overlapping. Utilising these methods, one idea leads into a new work or, just as 
easily, an old work opened up for review will be altered, re-performed and another screen-based 
installation created. The installations provide the crucial moment in this reviewing process. By 
presenting the moving images in specific environments, which enable the viewer and myself to 
gaze upon the representations once more, further possibilities become known. The way this 
methodology is utilised to create installations is explored further in the following chapter, in a 
discussion of the outcomes of the creative research.   
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Chapter 4: To See and Be Seen: discussion of creative practice 
In this chapter I will discuss the outcomes of the creative research. The critical and creative 
components of this project are seen to have a symbiotic relationship where each complements, 
but does not function as a direct reflection of the other. Therefore the creative research opens up 
new areas for investigation, which are explored in the critical research and in turn fed into the 
practice in a cyclical process. The creative research examines how the particular characteristics of 
my visual desires, my ‘gaze’, alter and fragment the filmic representations I am de/re-
constructing. Additionally, by utilising screen-based installation as a spectorial strategy, these 
works explore how traditional engagements with cinematic spectatorship are further re-imagined 
in a gallery context.  
 
Over the course of the research project, the focus of the creative research has developed by 
provoking a constellation of research questions. I began the project by considering the possibility 
of an alternate female gaze, explored in my re-making of the protagonist. This potential gaze is 
analysed in the works The Grove (2007-2008), The Isle (2007-2010) and A (2011). These works 
were primarily concerned with exploring how Lacan’s concept of the gaze and the idea of an 
alternate female gaze could be utilised. The Grove, The Isle and A, tested the impact that gender 
had on my gaze and re-creation of the female protagonist. I eventually came to the conclusion 
that there is in fact only one kind of gaze employed in dominant cinema, a culturally constructed 
masculine gaze, learnt by practitioners both male and female. While the work of a range of 
female directors and artists fragment, alter and shift representation, I felt that this was not 
inherently tied to their gender (as the example of The Female Gaze exhibition proved) and that 
there remains fundamentally one culturally constructed ‘way of looking’ in cinema. What 
became provocative and productive about this was analysing the learned and constructed nature 
of this vision, and consequently asking what a better understanding of this process could afford a 
female practitioner. As a result, the research project shifted from exploring alternate notions of 
the gaze to analysing how the vision of the maker and spectator is constructed and altered by 
processes of making and the site of viewing. The works across the sea (2012), silver palace (2013) 
and palaces (2013) recreate the site of the cinema as way of altering the somnambulistic 
experience of filmic spectatorship by constructing embodied installations of phenomenological 
experience. These works reveal that one strategy available to shift, fragment or alter the 
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masculine gaze is to move beyond the screen in order to expand understandings of how vision is 
created.  
 
4.1 Remaking the Protagonist 
The Grove 
Exhibitions this work is explored in are: The Grove, Boxcopy ARI, 2007, Brisbane, and Perfection, 
Metro Arts, 2008. 
 
Figure 13. The Grove (Still), 2007, Digital Video. 
 
The Grove was shot just prior to my commencement of candidature and has been re-edited 
several times during this project. The work followed on from ideas I had begun exploring in my 
honours project work, Feule (2006). Influenced by Cindy Sherman’s Untitled Film Stills (1977-
80), particularly the use of herself as actress, I sought to extend this idea into moving screen-
based installations, casting myself as protagonist. At this point in my research I was exploring 
Laura Mulvey’s essay, Visual Pleasure in Narrative Cinema, as well as ideas of complicity in art 
and post-feminism. These theoretical contexts were used as a critical lens, directing my initial re-
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evaluation of filmic representations as well as my re-constructions of them. This led me to 
understand how the relationships, and differences, of these various conceptual, formal and 
material elements might be considered through Melville’s ideas about deconstruction as a 
process of (re)interpreting symbolic systems. 
 
In The Grove I wanted to expand my understanding of how gender was constructed in Last Year 
At Marienbad using the processes of video performance, where my body was substituted for that 
of the film’s protagonist. I was just beginning to consider the ways by which representation could 
be created using a particular setting or costume, in The Grove I was interested to see how I could 
embody the intense, doomed and (often) misunderstood sexuality of the female protagonist 
(Mulvey 2009, 143). By substituting bodies, as well as re-articulating the imagery and 
costuming, I wanted to explore the vicarious attachment to the screen actresses I had viewed and 
admired. This work investigated how I could physically rearticulate filmic roles such as A from 
Last Year At Marienbad, to position my image alongside existing representations of screen beauty. 
This emphasis gradually shifted during the research as I more closely explored different 
approaches to the gaze and feminist film theory.  
 
I began this project intuitively working to mime the performances I was repeatedly viewing. After 
a prolonged engagement between the camera and myself, I began to consider the potential of the 
role I was enacting behind the camera. As my work moved more into discussions of the role of 
the Auteur, the continued use of my body as protagonist remained a key element of the works 
produced in the first half of the project. The double use of the self in these artworks, as actor 
and cinematographer, examined the role the gaze plays in the construction of identity in cinema. 
In The Grove, The Isle and A, I initially focused on exploring the purpose and impact of the 
protagonist’s gaze. These works disrupt the voyeuristic experience of spectatorship created in 
Last Year At Marienbad by constructing sequences where the protagonist looks directly at the 
camera and by extension, the viewer. After exploring the gaze of the protagonist I soon 
recognised the significance of the gaze of the Auteur in framing and structuring the work. By 
using myself in both roles I am deploying a narcissistic gaze. This narcissistic gaze, often seen in 
early video performance art  (Welchman 2001, 183), is employed in my work to question how 
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the visual language often associated with male directors of New Wave cinema is altered when the 
making subject looks upon themself as an object.  
 
During the process of making The Grove, I was closely studying Cindy Sherman’s Untitled Film 
Stills.  After analysing these works I experimented with re-creating and extending filmic scenes 
using digital processes. These processes were employed to explore how combining moving images 
with screen-based installation, could further expand pregnant moments contained in the Untitled 
Film Stills. I was most interested in Sherman’s manner of portraying characters in such a way that 
they appeared to be photographed either immediately before, or after, an unknown event has 
occurred. Sherman’s works have a strong sense of narrative; viewing them we start to mentally 
construct the kinds of cinematic stories we are conditioned to expect from films. With each 
viewing of the series, I attempted to make narrative links between the female protagonists, only 
to be blocked at each attempt, as each new photograph showed me yet another image of an 
unrelated frozen narrative. This strategy of creating halted moments of narrative, which relate 
visually to each other but do not necessarily form one over-arching narrative, became an 
approach I adopted for my work. In The Grove, this is achieved by editing together continual 
loops of halted cinematic vignettes. By working in this way, scenes that are constructed to be a 
temporary halt in the filmic narrative, become the only narrative, fixing the viewer in an endless 
cycle of scopophilic contemplation.  
 
The Grove utilised jump cuts as a way of fragmenting the viewer’s experience of the flow of 
imagery. This editing strategy, combined with the strange green light the camera picked up by 
chance while recording, visually references particular elements of time and space used in science 
fiction genres.  These elements give the work a strange forward momentum, one where the 
viewer is thrust constantly into each shot without a break, referencing Maya Deren’s conception 
of vertical film.16 The use of cutting was complemented by the use of a small sample of repetitive 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
16 Deren proposed the concept vertical film at the Cinema 16 conference Poetry and the Film: A Symposium. Here 
Deren stated that there are two ways of structuring film, 
 
In what is called a horizontal development [the structure associated with traditional films] the logic is a 
logic of actions.  In a vertical development [of narrative] it is a logic of a central emotion or idea that 
attracts to itself even disparate images, which contain that central core, which they have in common  
(1963, 55).  
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music that heightens the viewer’s sense of suspense and links the work more closely to filmic 
conventions. 
 
The audio from the recording process was layered on top of this sample to explore how sound 
can create suspense, uncertainty and moments of dislocation in films. I became very interested in 
how The Grove’s use of digetic and non-digetic sound enhanced the exploration of the female 
protagonist’s construction in the narrative. The audio track and use of editing gives the work a 
forward momentum that plays with the linear expectations of the viewer by moving forward 
vertically. The vertical construction of this work is seen in the structuring of The Grove’s 
vignettes that return repeatedly to the same setting, actions and gestures. By creating a cycle of 
repetitious gazing, the work evokes a strange forward momentum without containing a 
horizontal structure of narrative. This concept of vertical construction was further explored with 
the work’s screen-based installation. 
 
Considering the possibilities of the exhibition space to extend the experience of spectatorship in 
the installation of The Grove was an important step in the creative research. In this installation, I 
was exploring how the work references the constructions of cinematic spectatorship, in the space 
of the gallery. By using two projections that could not be viewed simultaneously, the exhibition 
of The Grove installed at Boxcopy meant the viewer had to choose between two different edits of 
similar footage, and in so doing, to construct their own narrative experience. The viewer could 
choose to sit between the screens and passively watch one projection at a time (as in the cinema) 
or to move around the space, viewing the screens and seats as objects in a gallery. The use of a 
hidden sound track installed behind the gallery walls unified both projections and the 
installation as a whole. The idea of using sound this way also furthered the vertical fragmentation 
of narrative and representation into cinematic space. 
 
During the process of creating The Grove, my research began to focus specifically on how 
femininity could be constructed and fragmented by using cinematic devices, such as gesture, 
mise-en-scene and editing. This led me to more fully consider how my methodological approach 
to creative research was constructed by a combination of visual analysis and research into film 
theory. Understanding this was an important step in this research project as it helped me to 
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more accurately and consciously create cinematic vignettes that reflected my key interests. I 
understood at this point that I was only just beginning to deconstruct gendered representations 
of cinematic identity and to understand exactly what it was that interested me about these 
constructions.  The work The Isle continued to explore the constellation of research questions 
begun in The Grove, expanding these to look at the relationship of the female protagonist’s body 
to the idea of landscape. 
 
The Isle 
Exhibitions this work is explored in are: The Art Resort, QUT Art Museum, Brisbane, 2008, and 
The Isle, QUT, 2010.  
 
Figure 14, The Isle, 2007-2011, Two-Channel Video Installation. 
 
The Isle was made shortly after The Grove and developed out of many of the same ideas and 
interests. The gestural construction of this work was influenced by scenes from Last Year At 
Marienbad where A appears estranged in the setting she inhabits. In The Isle I explored how the 
costumed body of the protagonist works in a dramatic, exotic landscape. I was examining how 
interpretations of the protagonist shifted when the setting changed from the dark urban spaces 
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used in my previous work, to a seemingly deserted tropical island. I was still interested in the 
halted depiction of the women in Cindy Sherman’s Untitled Film Stills, however Candice Breitz’s 
work Becoming was also informing the way I was thinking about performing cinematic mimesis. 
Additionally, in making this work, I was questioning the intersection of the landscape with the 
female protagonist’s body seen in the films The La Point Courte (1956), L’Avventura (1961), 
Hiroshima Mon Amour (1959) and Last Year At Marienbad (1961). In The Isle I explored the 
estrangement between the women and sublime landscapes found in these films to understand 
how the narrative context of the film mediates the dislocation between body and setting.  
 
To begin the process of understanding and re-creating this estrangement, I began visually 
analysing the scenes where the sense of dislocation takes place. It was during the process of 
analysis of these films that I was struck by the recurring dislocation of the female from the 
landscape, and noting the juxtaposition of her formal attire in the landscape, I became fascinated 
by the history of this type of cinematic displacement.  
 
In the films previously mentioned, the attire of the protagonist does not allow her to blend or 
interact with the landscape – and the isolation from the landscape that this creates is particularly 
evident in Agnes Varda’s La Point Courte. Interestingly in Varda’s heavily stylised depiction of a 
married couple the man adopts (to some degree), the costume of the fishing village, while the 
woman remains in Parisian attire. The choice of costume enables the husband to blend into his 
surroundings, while the wife floats uncertainly on the surface of the landscape. In The Isle I used 
costuming, setting and positioning to replicate the estrangement between body and landscape 
found in the films discussed. 
 
The Isle took the creative processes used in The Grove and attempted to refine them by 
considering how intuitive choices made while recording could be more carefully considered by 
analysing the various ideas and processes through storyboarding. Storyboarding The Isle enabled 
me to plan out the actions I wanted to re-enact, while still leaving room for play and 
improvisation. To storyboard the work, I began the now familiar process of scouting locations, 
looking for the best camera angles and most interesting vistas.  
 
	   91	  
The processes of scouting and storyboarding were integral to the formation of The Isle, as it was 
in the combination of initial written vignettes and their relationship to the landscape, that the 
work took shape. This is because the kinds of activity that the landscape is associated with in 
filmic language influence the storyboarded gestures to be re-performed. A careful visual analysis 
of specific films associated with the subject of landscape was also necessary to the processes of 
storyboarding and scouting locations. The latter is a gradual process, whereby very specific 
locations are recorded photographically, re-assessed in relation to the actions to be re-
performed, and then revisited. The site on the island used in The Isle was visited a number of 
times before the work was shot, allowing for the actions to be directed by the characteristics of 
the landscape. The actions, dialogue and narrative were then reconsidered during repeated visits 
to the setting, and room was left for experimentation during the dual processes of re-
performance and recording.   
 
The Isle’s edited construction played with spatial and temporal loops of the female figure walking 
along a seemingly isolated stretch of sand. She walks, as if in a contemplative state of mind, on 
what appears to be a deserted island. She pauses her walk only to look for someone or something 
in the landscape. Besides looping and fades, this work does not use any post-production 
techniques. The full duration of this sequence is two minutes and forty-nine seconds (2:49), 
although it is intended to be on an infinite loop when installed and exhibited. The choice of 
editing technique employed in The Isle was a departure from the discontinuous editing strategy 
utilised in The Grove. It is not comprised of sequences cut and spliced together but instead is 
comprised of a single continuous shot taking place in real time where the viewer must wait for 
the protagonist to walk slowly towards them.  
 
The Isle has been exhibited in a range of places using various durations and combinations of edits. 
It was first exhibited as a single-channel projection in the group show, I want to believe (2007), 
and was then re-edited and exhibited again as a single channel work in The Art Resort (2008). 
After showing the work twice as a single channel projection, I decided to construct the multiple 
representations seen in The Grove, but explore this by mirroring the projected sequence in the 
gallery. This led to me creating a two-channel installation: The Isle (2011). When the work was 
exhibited as The Isle, two copies of the same video were mirrored and projected side by side with 
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a delay, to explore and reflect on how this dual arrangement of imagery might disrupt the 
viewer’s habitual understanding of spectatorship. 
 
In the installation of this work I was interested in how two projections of the same footage, 
screened a minute apart, could read as one. To create this spatial continuity, the footage is 
mirrored and played out of sync so that the women on each screen appear to be following and 
looking at the other in an endless loop. By projecting the two sequences mirrored with a delay, 
the structure of cinematic narrative did fragment, revealing in this fragmentation the works own 
construction. The mirrored projections dramatically altered the landscape of The Isle by causing 
unexpected shapes and dialogues between the sequences to occur. The scale of the projected 
image was also important in this installation, as I wanted the proportions of the projected area 
to explicitly reference the aspect ratios of the silver palace or classic cinema screen. Utilising 
these strategies of multiplicity, designed to create discontinuity and draw attention to the 
constructedness of the image, became something that was further developed in the subsequent 
work, A.  
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A 
This work is explored in the exhibition, A LEVEL ARI, Brisbane, 2011. 
 
Figure 15, A (Still), 2011, Five-Channel Video Installation. 
  
A, a five-channel screen-based installation created mid-way into my candidature, was heavily 
influenced by the Italian film L’Avventura.17 The title ‘A’ is a reference to Last Year at Marienbad 
and forms a crucial link with my earlier research. In the re-construction of identity presented in 
this work, the protagonist’s body represents the absent Anna walking the rocks she disappeared 
from, before disappearing from the narrative as she does in L’Avventura. The gradual removal of 
the body seen in A, was also a result of questions that are inevitably raised about using a young 
female artist’s body in a way that invites scopophillic pleasure. I found that the partial removal of 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
17 L’Avventura is a black and white film made by Michelangelo Antonioni in 1960.  It features a disjointed narrative 
progression, split in two parts. The first half of the film is concerned with the disappearance of the character, Anna.  
 
Anna has disappeared on a seemingly isolated island off the coast of Italy. Her friend Claudia and fiancé Sandro 
spend this portion of the film looking for her on both the island and in parts of Italy. During their search for Anna 
they fall in love and Anna is never mentioned again. I am fascinated by the role the colourless landscape plays in the 
first half of the narrative. The island from which Anna disappears is a rocky, barren and desolate place. What most 
intrigued me about this film was how L’Avventura’s rendering of this landscape into black and white estranges it 
from reality. While this setting is not revisited after the abrupt change in the film’s plot, the rocky black and white 
terrain and Anna’s disappearance are never far from the mind of the viewer during the second half of the film.  
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the body from the work, prompted me to use stand-ins such as shoes and pearls to evoke the 
absent protagonist. My understanding of the Kuleshov effect motivated the use of props as 
signifiers in A. This effect sets as a rule that: viewers will make connections about the meaning of 
the imagery they are currently viewing, based on the imagery that has come before it (Bordwell 
2010, 231). I found that combining clips where the protagonist was absent, brief shots of the 
body, and a narrated track, created sequences more heavily laden with representation that if the 
body was always present. In A the absence of the object of scopophilic pleasure creates a 
dialogue between clips, where the traces left behind by the protagonist speak poetically of this 
body, transforming it into a subject rather than object.  
 
The way that the subject is created by the absence of the body was further explored in A by the 
inclusion of a narrated track. This fifth channel of the work gives a voice to the 
protagonist/object/subject to explain its presence, alienation from the landscape, and absence. 
Lines such as “What is this place…waiting for you here…I no longer know how long its 
been…” address both the viewer and an absent lover. The narration prompts the viewer to 
consider why the figure, attired in eveningwear is stranded in the landscape, and how this 
construction of estrangement is both familiar and strange. The five-channel screen-based 
installation of A, installed across two walls facing each other at LEVEL ARI, required the viewer 
to turn and look in the space, mirroring the gesture and gaze of the protagonist on the screen. 
Continuing my engagement with opposing strategies of screening begun in The Grove, this mode 
of installing the work required the viewer to edit and construct their own spatial montage of the 
artwork.  
 
In its use of screen-based installation, A moves away from the idea of the cinema screen as a 
window into a single narrative. By using multiple screens containing different looped sequences, 
in conjunction with editing techniques such as dissolves, A has no fixed beginning, middle or 
end. There are obvious differences between this constructed mode of viewing and the traditional 
cinematic experience where the viewer arrives at a particular time knowing the duration of the 
film and then leaves the cinema once the final credits have rolled. Instead in the screen-based 
installation of A the viewer is caught in an endless loop, where landscapes and sequences are 
repeated across all four screens but with subtle variations, creating a sense of Déjà vu.  
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Figure 16, Michangelo Antonioni, L’Avventura, 1960, Film Still.  
From: http://24.media.tumblr.com/tumblr_lzlqs93cq11rpi996o1_500.jpg 
 
The relationship of the female body to the rocky and desolate landscape featured in L’Avventura 
was emulated in my choice of setting for A. I was interested in the absence of the body in this 
film and how this absence develops and confounds the narrative. In L’Avventura, there is a 
dislocation between the characters and the volcanic setting as they pick their way carefully up 
the cliffs, never at ease with them. This particular cinematic estrangement of the body from an 
unfamiliar volcanic landscape, was something that I explored in A. By selecting a setting that 
approximated the one used in L’Avventura, I examined the significance of a desolate poetic 
landscape to the cinematic narrative. The resulting clips recorded and placed the landscape on 
an equal subjective plane to the female protagonist. In these clips I was captivated by the ability 
of the volcanic cliffs to create a strange and uneasy place for the act of looking where the delicate 
slowness of my gesture contrasted with elements like the rough crashing of waves onto the 
shoreline.  
 
A also explores the treatment of the landscape in L’Avventura as a physical obstacle to the 
narrative, impeding the protagonists’ search for Anna. Observing this landscape I was intrigued 
by the way it became another object to be consumed by scopophilic desires. In the scenes where 
the characters Claudia and Sandro search the island for Anna, I find myself gazing at it longingly, 
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expecting to see some trace - a shoe, or an item of clothing left behind, pointing to her 
disappearance. The act of the viewer gazing at the landscape, scouring its surface for a clue to 
absence/presence of the protagonist is re-created in the screen-based installation of A. 
 
 
Figure 17, A (Still), 2011, Five-Channel Video Installation. 
 
In A the absent evocation of the body from L’Avventura is examined and re-imagined. The use of 
scenic vignettes as well as shots that feature the shoes or necklace of the female protagonist, 
explore how images of the landscape are commonly used in films as establishing shots. These 
shots are designed to set the scene in which the narrative plays out. They are commonly devoid 
of characters but their presence is often evoked in the combination of imagery and sound 
surrounding the establishing shot. Influenced by the use of specific objects and dialogue in 
L’Avventura my own approach to recording, performing and editing became more focused on 
exploring the cinematic creation of both presence and absence. 
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The use of dialogue in L’Avventura at times serves as both a clue and prop and the way that 
narrative is constructed around the use of mise-en-scene informed the way I treat the landscape, 
dialogue and props in this body of work. Just prior to discovering Anna’s disappearance in this 
film, the characters remark that they can hear a boat, but this idea is not explored. Instead the 
words hang in the air, heard by the viewer and the importance of them remains unrealised by the 
protagonists on screen. This use of dialogue, designed to give the viewer clues, but not answers, 
was influential to my scripting of the narration for A. When viewing this work we are told that 
the female protagonist is waiting for someone, but not whom she is waiting for, or why. Using 
narration in this way suggests a possible reason for the presence and absence of the body in the 
landscape, but never gives any definitive answers. It remains ambiguous.  
 
The ambiguity of the landscape as something as both knowable and unknowable was further 
explored in this work by the use of editing. The imagery collected, using both methods of 
storyboarding and chance, was highly edited and altered in post-production to further the 
strangeness of the setting. By altering the expected colours of the landscape, the disjunction 
between the objects filmed and their relation to the subject was extended vertically. Colour 
correction removed the brightness of the original footage and transformed the imagery into the 
cold, more forbidding landscape suggested in L’Avventura. By bathing all of the footage in a 
strange light, links were created between seemingly un-related snippets of footage, in order to 
bring them together visually. 
 
A utilised a variety of editing strategies to create a loose, poetic, vertical, narrative of dislocation, 
loss and longing. The processes used continued on from those begun in my previous works The 
Grove and The Isle. By combining strategies of editing utilised in these works, a discontinuous 
viewing experience was created. This experience disrupts the movements and gestures of the 
female protagonist as well as the narrative implicitly evoked by the landscape. I found in the 
process of editing A that the need for quick disjunctive cuts and minute narrative vignettes began 
to disappear with the removal of the body. After this realisation I shifted my emphasis in editing 
to expand the scenes, where instead of replicating the fleeting moments of looking that occur in 
cinema (commonly seen in the flashback), these are drawn out, as they are in The Isle. By 
expanding the expected duration of the edits, A begins to fragment any narrative structure and 
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the representations presented through its exaggerated slowness. This use of extended duration in 
editing has been further explored in my works across the sea, silver palace and palaces. 
 
4.2 Recreating The Site of The Cinema 
A major shift in the focus of the creative research occurs between the three works discussed and 
the later screen-based installations. These works, across the sea, silver palace and palaces, created 
over the last half of the project, reflect the evolution of the critical research. Moving on from an 
almost singular interest in Laura Mulvey’s writing on spectatorship, the later works expand on 
these ideas through a more specific engagement with writing on screen-based installation and 
gallery film. As discussed in chapter three, theorists such as Kate Mondloch, Chrissie Isles, 
Catherine Fowler and Mieke Bal have been influential to my strategic use of installation to 
fragment, shift and alter representation. It is here in the discussion of the progression of the 
creative research that the significance of this critical research on the artworks is most apparent. 
 
across the sea, silver palace and palaces operate inside the cultural lens of gallery film. As explained 
by Fowler, this subset of contemporary moving-image works is defined as having, “a knowledge 
of cinema, the expectations it sets up, its mode of spectatorship and ways of making meaning.” 
She states that this is a prerequisite of gallery films, “which play with, reflect upon and challenge 
that knowledge.” (2004, 239) All of the screen-based installations created during this research 
project sit in this contextual subset of screen-based installation. However the later works 
discussed in the following section, intentionally utilise this knowledge of cinema and its 
expectations to play with spectatorship.  
 
Consciously engaging with the genre of the gallery film has altered the conceptual positioning of 
the screen-based installations, linking them equally with the frameworks of film and media art. 
This interlinking of contexts has impacted on my consideration of how the space between the 
cinema and the gallery is explored in the second collection of works. Mieke Bal extends on 
Fowler’s description of the gallery film suggesting that, “gallery films use cinematic techniques 
and aesthetics and techniques to displace the primary feature of cinema, its temporality, and 
seem to turn it into a spatial feature” (2013, 125). By turning the temporality of film into a 
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spatial feature, these works extend previous explorations of the construction of space, to 
fragment the phenomenological experience of the cinematic spectator. 
 
The works discussed in this section alter the spatiotemporal relationship of viewer to screen. 
They build on Maya Deren’s conception of the verticality of experimental film to play with 
repetition and recollection, examining how these two devices are altered by screen-based 
installation. Martha Langford, commenting on the difference between the two terms observes 
that,  
 
Repetition and recollection are the same movement, except in opposite directions, for 
what is recollected has been, is repeated backward, whereas genuine repetition is 
recollected forward (2001, 34).  
 
This difference is explored in the screen-based installations across the sea, silver palace and palaces 
in the construction of cyclical loops. The loops of imagery, sound, and the combination of the 
two, create work comprised of repetition, drawing on the recollection of the viewer. While this 
was an element used in the sequential structure of the early works to create sensations of déjà vu, 
the later artworks use single gestures and shots as infinite loops to more explicitly analyse how 
using the forward movement of repetition impacts on the installations. In Room for Experiment: 
Gallery Films and Vertical Time from Maya Deren to Eija Liisa Ahtila, Fowler comments on the 
advantages offered up by the ability to play with repetition:  
 
There are obvious advantages to a repetition forward rather than a recollection 
backward: first, because the process is no longer a retrospective act of memory there is 
more chance that we will notice similarities and differences; second, as a result of this 
renewed attention to first-time images a comparative experience can take over which 
removes the emphasis on the horizontal attack - in which we go forwards or go back - 
and frees us to truly think around, vertically (2004, 336). 
 
Due to their intrinsic links to space, the moving-image works to be discussed open-up the 
viewer’s understanding of spectatorship by allowing them to explore the conceptual aspects of 
the artwork vertically. Using miniature cinemas as the structural sculptural foundation for the 
screen-based installations, the artworks fragment, alter, and shift the cinematic narrative 
displayed on the screens. The sequences projected into these miniatures spill out into the 
physical space surrounding them. In the overlapping patterns of light created by the projected 
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vignettes, links are drawn between the miniatures and in so doing disrupt traditional notions of 
framing found in the cinema and gallery. By moving outside of their discrete structures, these 
works invite a contemplation of the installation as one field of vision, as seen in palaces.  
 
This field of vision created by the use of several miniatures reflects Lev Manovitch’s ideas about 
spatial montage. Spatial montage, as he describes it, can be understood in two distinctive ways: 
the montage between edited clips (unseen) and the montage between screens (seen) (2001, 325). 
It is this second conception of montage that is activated in the screen-based installations 
discussed below. This kind of montage employed in the spatial relationship between imagery 
reveals the gaps between sequential narrative constructions (Bal 2013, 126). In so doing it 
exposes the fragmentary nature of montage’s structuring of a sequence of events.   
 
In these screen-based installations the viewer constructs their own spatial montage inside the 
structure of the work, because they can never view all of the edits simultaneously. By creating an 
impossible proposition of montage, the works foreground a gap in the narrative that fragments 
the gaze. Instead of the privileged position of time over space found in the cinema, the 
relationship of space over time represented by the video installation creates cuts and schisms in 
the imagery presented. These schisms, disrupt not only the narrative structure but also our 
ability to immerse ourselves in the narrative. Choosing which combination of/or screen to view 
next keeps the viewer consciously thinking about their position in the narrative. The possibilities 
that arise from the conscious positioning of the viewer in the space are explored in across the sea, 
silver palace and palaces. 
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across the sea  
This work is explored in the exhibitions across the sea, Metro Arts (Brisbane) and Bus Projects, 
(Melbourne), 2012.  
 
 
Figure 18, across the sea (Still), 2012, Five-Channel Screen-based Installation. 
 
The work across the sea examines the idea of an expanded experience of cinema created by editing 
of the moving image and installation of the artwork. Ideally installed in a large space, across the 
sea is comprised of four stand-alone structures that reference the silver palace. By incorporating 
miniature cinemas into the screen-based installation, across the sea builds on strategies of multiple 
video projections and hidden audio tracks, explored in previous works. As a result of the 
addition of the structures, which are highly ornamental and stylistically feminine, I decided to 
use edits that relied more on cinematic languages associated with the landscape in film, notably 
the visual language of L’Avventura. The chosen edits of across the sea were all very different and in 
combining this difference they worked to extend the narrative potential of a variety of romantic 
film-settings. These edits were grouped thematically into four sequences: dusk, blue, A and grey. 
Only two of the structures containing these sequences were placed in a direct dialogue with each 
other, while the other two were displayed in spaces separated by semi-permeable walls. 
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Figure 19, across the sea (Still), 2012, Five-Channel Screen-based Installation. 
 
Continuing the narrative possibilities from A, the images projected onto structures in across the 
sea used spoken narration as a means of writing the body into the narrative, rather than 
explaining its absence. Only one of the screens in across the sea contained an edit of the body. 
This six-minute single-angle loop is an extreme long shot of a lone female walking slowly in real 
time along rocky cliffs. It was the only shot not edited into a sequence, but instead played in 
isolation, facing the miniature cinema containing blue but not directly aligned to it. This 
arrangement broke down the direct axial relationship between the two screens and separated 
them out as isolated, but interrelated edits. across the sea was the first instance of considering the 
re-edit as an active process in the creative research. This method has since become an integral 
step in recontextualising cinematic representations by examining how my own gaze has re-made 
the imagery and  representations I work with.  
 
I included a re-edit of a previous re-performance of the protagonist in across the sea as another 
means of examining the dichotomy of presence/absence in film. The re-edited clip was 
appropriated from one of the four edits of A and then placed in complete isolation on its own 
screen, inside the silver palace. This edit was chosen to suggest the presence of the narrator, as it 
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is an extreme long shot of the body slowly making its way along the cliffs before stopping and 
looking out to sea. The narrated track in this work, again hidden out of sight, was intrinsically 
tied to this specific edit. Instead of questioning the body’s place in the narrative, the narration 
uses the voice of the protagonist to create it. Positioned above the particular palace, the voice 
recounts memories of a previous time where the protagonist and, in the absence of another body, 
the viewer, made a voyage.  
 
The narrated text used elements from Virginia Woolf’s To the Lighthouse (1927), as well as Alain 
Robbe-Grillet’s Jealousy (1957), and Marguerite Duras’s The Lover (1984). These novels, 
associated with the exploration of memory and linguistic conventions, are also important in the 
way they challenged the conventional narrative structure of literature. Two of the authors, Duras 
and Robbe-Grillet, collaborated with Resnais to write the scripts for Hiroshima Mon Amour and 
Last Year at Marienbad. I was drawn to the shared territory of these filmic and literary works, and 
was interested in how these narratives might translate into screen-based installations. Read in a 
contemporary context, these narratives link to understandings of a cultural nostalgia explored in 
metamodernism and post-production. By re-editing these texts into fragmentary sentences that 
evoke the romantic, cold and elliptical literary narratives, the spoken narration connects the 
films, novels, and my screen-based installations.  
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Figure 20, across the sea, Bus Projects, 2012, Five-Channel Screen-based Installation, Digital 
Video, Steel and Voile. 
 
In across the sea the different combinations of sound and imagery are played out in a series of 
loops. This was made using differing durations of the visual edits, and combining these with a 
separate audio track to create an installation with no beginning, middle or end. I chose to do 
this as a means of extending Deren’s concept of vertical film, because of the way this makes 
poetic rather than linear connections (1963, 58). Fowler has reflected on the way gallery film 
expands Deren’s use of vertical connections. As she observes, 
 
What the exhibition of films in gallery space immediately offers is a solution to the 
problems of the linear experience of the cinema auditorium. The removal of such normal 
cinema conditions as a set beginning and end to the program, a strict seating plan, and a 
single autonomous screen allows an experience that extends from the linear towards 
collage, comparison, simultaneity, reinforcement and opposition. (2004, 329) 
 
The means of gallery installation employed in across the sea creates an expansive spatio-temporal 
relationship to narrative. It does this by creating a collage of clips, expanded by the 
phenomenological experience of space. In this installation, the work can never be viewed in its 
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entirety, as the combinations of sound, image and space are infinite. Bringing together the 
indefinite durational aspects of the time based elements and the miniature replications of the 
silver palace, across the sea constructs a dialogue between the expansive, immersive experience of 
the gallery film, and the singular experience of cinematic spectatorship.  
 
To create this dialogue between cinematic spectatorship and the gallery film, the edits of across 
the sea are screened in four identical miniature theatres. The design for these theatres came about 
after researching the history of early twentieth century cinemas. They were also chosen to 
approximate the shape and feel of the cinema, as these picture theatres provided my first 
experience of film, and still evoke strong memories of those experiences. As arched structures, 
the miniature cinemas invite the viewer in to focus on the screen framed by white voile. White 
voile speaks of the memory of these buildings; ghostly sites that are slowly being erased from the 
Australian landscape. White voile also evokes cultural and social connotations of purity, 
femininity and veiling. These associations are a particular consideration in choosing this fabric, 
given the highly feminised nature of the soft furnishings often found in silver palaces. The 
magnificent curtaining in these theatres brought the glamour of an actress’s boudoir into the 
suburban cinema and for me will always be associated with ideas around opulence and 
desirability. This is reflected in the way the design of these structures referenced a particular era 
of cinema, which were highly stylised so as to extend the bright-lights of the film studios into a 
suburban experience. In the subsequent works, silver palace and palaces, I became more interested 
in replicating a range of iconic theatres famous for their interiors, in a simplified, stylised way.  
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silver palace 
This work is explored through the exhibition silver palace, Seventh ARI, Melbourne, 2013. 
 
Figure 21, silver palace, 2013, Single-Channel Screen-Based Installation, Digital Video, Steel and 
Voile (100cm x 100cm x 60 cm). 
 
silver palace, broadened my engagements with the processes of re-editing by selectively altering 
footage from previous works, and then reconsidering how these might alter the viewer’s 
expectations of cinematic scale and imagery. In this work I explored the emblematic Radio City 
Music Hall structure, famous for its art deco design, by remaking this monumental theatre into a 
miniature. Reducing the scale of the iconic theatre to a somewhat less than grand miniature 
structure also made it impossible to enter the space of the work. The reduction in scale creates a 
situation where the viewer has to kneel down, and become more intimate with the space in 
order to see the small screen. This was done so as to transform the idea of an enormous 
cinematic space into the site of a doll’s house, in order to engage the viewer into a more personal 
experience of longing, memory and desire. Estranged from the enormous cinematic space, the 
fragile voile miniature acts to fragment the usual relationship to the architecture of that space, 
and make the viewer conscious of the contextual relationship between structure and imagery. In 
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considering this contextual relationship, encompassing venue and vignette, I became interested 
in examining the contextual framework evoked by the camera (still and movie) as a visual 
prosthetic device that promotes desire, and in its representations of ‘reality’ as desire. This was 
prompted by revisiting and reconnecting the research across the key creative practices central to 
the project; Resnais, Varda, Sherman, Breitz and Cardiff/Miller.  
 
In Recording Reality, Desiring the Real, Elizabeth Cowie explores two uses of the camera: 
photography and cinematography. She states that, “in recording actuality…photography and 
cinematography address two distinct and apparently contradictory desires” (2011, 2). My 
research responds to these two desires regarding the ways the camera frames and records vision: 
first as a scientific apparatus that extends the sight of our eyes; secondly as an element of the 
entertainment industry, where the camera is no longer presumed to present “truth” (2011, 2).  
Examining these two interlinked traits of the camera led to a re-viewing of the vignettes 
contained in A and across the sea to better understand the intuitive constructions of framing 
employed. 
 
Reviewing vignettes contained in A and across the sea, I found that my choice of camera 
positioning had unconsciously replicated the visual construction of L’avventura. In Cinéma 
Cinéma Jaap Guldemond discusses the use of a static camera angle in New Wave filmmaking: 
 
In this period Antonioni and his cohorts develop a visual vocabulary in which they – in 
an exaggerated way – bring the camera to a standstill, as it were, and (re)discover the 
power of the fixed shot. Just as the flux of life grinds to a halt at the end of L’Avventura, 
even as we assume at the same time that life will resume its flux, the fixed shot carries 
both an idea of what proceeded it and what is to follow (1999, 21). 
 
The static positioning of the camera in L’Avventura evokes the vertical narrative progression 
employed in my treatment of editing. The static shots in A and across the sea project the vignettes 
both backwards and forwards, or vertically in narrative space, creating sequences laden with 
implicit cinematic dialogues. Structured by the static positioning of the camera, the recorded 
view in A and across the sea revealed the unconscious fusing of cinematic influences and the 
camera apparatus on my gaze. The resulting singular voyeuristic vantage offered up in these 
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sequences is extended in silver palace by re-editing the clips and installing the resulting sequence 
as a single-channel artwork.  
 
This re-editing gave me the chance to assess the reconstructions present in the moving images. 
As a result of this, I removed the body even more and included only small fragments of footage 
that were closely cropped and arranged to estrange the protagonist further from the context of 
her potential narrative. I chose to repeat these shots a few times in the sequence to draw into 
sharp relief the kinds of representations that endlessly circulate through narrative cinema. In 
interrogating the constructedness of the imagery I used non-digetic sound, as well as a strategic 
lack of narration, to look at how presence is created through heavy silences. I altered the colour 
of the footage from both A and across the sea, to give the moving images a silver cast, an almost 
black and white quality that evokes a cinema-graphic era, but remains grounded in the digital 
present.  
 
Structured by somatic engagements with cinemas, exposure to filmic imagery, and the camera as 
formal and ideological apparatus, the constructed gaze in this work both reflects and refracts 
these cultural influences. silver palace re-edits, expands, and isolates these elements, and in so 
doing fragments previously recorded vignettes in order to find new and unexpected ways to 
develop these works further.  This process of editing, viewing, re-editing, re-viewing, reflecting 
and re-making is continued in the final work discussed - palaces. 
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4.6 palaces 
This work is explored through the exhibition palaces, The Block, Brisbane, 2013.  
 
 
Figure 22, palaces (Installation View), 2013 Nine-Channel Screen-Based Installation, Digital 
Video, Steel and Voile. 
 
palaces represents the culmination of my research into all of the creative approaches to the 
cinematic as well as the theoretical frameworks of feminist film theory, ideas of complicity, 
metamodernism and the emancipated spectator. It brings together key aspects of each, to 
present another kind of engagement where the viewer, through their interaction with the 
installation, re-constructs their own embodied cinematic experience. This installation represents 
a complex engagement with re-editing silver palace, across the sea, and A, to create the time-based 
component of the exhibition. In palaces the process of physically re-editing has also been utilised 
to create a phenomenological experience, where the time-based elements are mediated by 
physical structures.  
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As described previously the structures made are based on real and imagined ‘silver palaces’, the 
elaborately designed and decorated film theatres built between 1915 and 1970. To reconstruct 
these for the installations I ‘edit’ the architecture of the silver palace’s interiors down to their 
most basic visual components and remake these drawings into miniature representations of the 
iconic theatres they are based on.  
 
 
 
Figure 23, palaces (Installation View), 2013 Nine-Channel Screen-Based Installation, Digital 
Video, Steel and Voile. 
 
Exploiting the particular scale and theatrical qualities of the exhibition space - The Block at 
QUT - was an essential aspect of this site-specific, screen-based installation. It required an 
extensive use of curtaining to isolate it from the physical architecture of the venue, an editing of 
the space in order to evoke not the black box commonly associated with contemporary cinemas 
or new media spaces, but a dark, cinematic, curtained interior; referencing both the old and new 
sites of spectatorship. To enter the installation the viewer had to negotiate a curtained barrier 
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and find a confined space occupied by small beacons of light radiating out from seven miniature 
cinemas that inhabited its boundaries. 
 
The high ceiling of the venue acted to dramatically dwarf the small scale of the silver palaces and 
this dramatic variance in scale was used to make the phenomenological experience of engaging 
with this work acutely pronounced. The silver palaces employed in this installation were made in 
three different designs that reflected my interests in particular archetypes of cinematic 
architecture. They were created in three scales to play with the effects these perspectives might 
bring to the viewing experience. The square design used for the first time in palaces is the most 
classically cinematic. This design is included in this work to reference the architectural aspects of 
these sites, as well as to play homage to The Regent, a silver palace in Brisbane dating from the 
1920s, but recently destroyed in a redevelopment project. The interior of the Regent is reduced 
to a very simplified form to link to the square theatrical cinematic sites seen commonly 
throughout the world. These structures were arranged in the space with one continuous edit on 
each screen, and because of their arrangement the viewer was required to make connections 
between each facet of the work through their navigation in and around the work.  
 
The edits used in palaces demonstrate a simultaneous simplification and expansion of existing 
sequences by extending the duration of previous edits. This work consisted of seven audiovisual 
channels and two extra sound channels. All of the video in this installation has been altered 
through cropping, colour correction and dramatically slowing down the speed of the original 
clips.  By altering the existing clips this way the seven re-edited sequences came together as one 
large-scale contemplative narrative even though the works were separate from one another.  
 
In each of the previous works I attempted to represent the female protagonist, removed from her 
identifying context and isolated in the landscape. In palaces this isolation goes further still, into 
the physical space. Each cinema contains one edit endlessly repeated and of those, and only two 
feature the female figure. To construct the narrative alluded to by each screen the viewer had to 
move through the space negotiating and re-negotiating the differences of site and scale, to the 
images displayed. The phantasmagorical experience of the theatre, where the viewers gaze up at 
the screen, is removed. Becoming active participants focused on the miniature screen, the viewer 
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now looks down on these model cinemas, positioned both above and outside of the traditional 
cinematic experience. By removing the physically passive role of cinema spectator, this work 
positions the viewer as editor. In this new role the path the viewer takes and time they choose to 
spend with each screen dictates the experience they will create of the work. 
 
 
Figure 24, palaces (Installation View), 2013 Nine-Channel Screen-Based Installation, Digital 
Video, Steel and Voile. 
 
In palaces the edits, borrowed from their previous contexts in the prior works, are now doubly 
removed from their cinematic contexts. In addition to the re-editing of imagery, palaces re-edits 
and adds to the previous narration employed in across the sea. This narration was again concealed 
and physically removed from the moving images and utilised digetic and non-digetic sounds to 
encourage the viewer to make their own audio-visual connections. The soundscape permeated 
the space at different volumes and textures, and was designed as another element in the 
installation of viscerally engaging the viewer through their own experiences of cinematic 
landscape and narrative.  
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palaces completes the cycle of this practice-led research project by analysing and reflecting on key 
visual archetypes of cinema and then, revisiting, re-editing, recontextualising and recreating them 
as new creative works. Referencing the formal innovations of the New Wave, these works extend 
the deconstruction of cinema begun in this movement to encompass gendered representation. 
This work continued an examination of ideas relating to cinematic spectatorship by employing 
screen-based installation to alter the relationship between image and viewer. Using screen-based 
installation, palaces constructs spaces that exist between the gallery and the cinema, in order to 
consider representations of women that exist between and across the varied spaces of film and 
art. As a consolidation of the research done across the project, palaces exists as a dialogue 
between the theoretical contexts and filmic constructs of both art and cinema to examine, 
fragment and alter the viewer’s understanding of gendered representation and spectatorship. This 
exhibition provided a signpost for further research and development into these fields, beyond the 
completion of this research project.  
______ 
 
This chapter has examined how contextual framings and methodological processes have been 
employed in the creative works made during this research project. It has explored how the art 
practice has yielded knowledge about the construction and fragmentation of representation. 
These works question, engage, and ultimately deconstruct the cinematic construction of the gaze 
and spectatorship. They do this by engaging with the theoretical research, and folding this across 
the creative research to analyse my position as a maker of cinematic moving-image artworks.  
How this position has shifted and evolved over the course of the research project has been 
discussed in this chapter by exploring the relationship of the creative to critical research and how 
this informs the evolution of new and often unexpected works. 
 
In this chapter I have mapped out the focus of my research and how it has developed from being 
primarily concerned with alternate conceptions of the gaze, to my current questioning of how 
the masculine gaze found in cinema is fragmented by processes of deconstruction, editing and 
installation. This shift is visible in the gradual move away from the re-performance of 
representation explored in The Grove, The Isle, and A; toward the largely symbolic and implied 
presence of the female protagonist in across the sea, silver palace, and palaces. 
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As the final installation of the project palaces brings together all of the prior creative research 
undertaken and presents it as another iteration of their possibilities. The re-editing of my critical 
and creative research for use in this work has been a way of revisiting and reassessing the previous 
investigations to clarify my overall findings. This process of re-editing, repeatedly returning to 
the same footage and re-working it using a variety of techniques such as altering its speed, colour 
correction and cropping, pushes, pulls and fragments both the cinematic constructions 
investigated and my re-workings of them. This process has enabled me to question how my 
subjectivity functions as a lens for re-imagining the New Wave auteurs’ representations of 
gender. By exploring how my subjectivity has replicated and refracted the original cinematic 
influences, palaces functions as a mechanism to deconstruct my learned constructions of gendered 
identity. 
 
The works discussed do not seek to provide definitive answers to questions of the gaze and 
representation. Instead they fragment, shift and re-present these cinematic constructions in a 
new context, and by doing so to draw the spectator’s attention to the system that they present. 
By utilising screen-based installation The Grove, The Isle, A, across the sea, silver palace and palaces 
open the cinematic gaze and systems of representation up for new and further critical 
investigation by the viewer. 
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Chapter 5: Conclusion 
This research project has explored the ways that gendered representation is constructed 
culturally by film, and how this has been reconsidered in a body of creative research. It has 
explored: how cinematic screen-culture represents the masculine gaze; how this gaze is learnt 
and re-made by artists and filmmakers; how the masculine gaze is constructed and fragmented in 
my creative research by employing processes of deconstruction, performance, recording, editing, 
screen-based installation and re-editing; how an embodied experience of spectatorship alters the 
viewer’s relationship to scopophilia; and how the creative artworks produced during this project 
create new possibilities for constructing gendered representation.  
 
This constellation of research concerns has been examined via practice-led research. Employing 
this methodology, the interpretative paradigms of feminist film theory, the cultural construction 
of the masculine gaze, and alternate “female” conceptions of the gaze have provided a framework 
for the creative research. These interpretative paradigms were applied in my contextual review to 
discussions of New Wave films by Agnes Varda and Alain Resnais; Luce Irigaray’s concepts of 
mimesis, mimicry and masquerade as seen in the works of Cindy Sherman and Candice Breitz; 
ideas of complicity, the emancipated spectator and metamodernism; and Susan Stewart’s writing 
on longing and the miniature as demonstrated in the works of Hiroshi Sugimoto and the 
collaboration, Cardiff/Miller. Responding to these theoretical foundations, the creative research 
has examined, in a series of screen-based installations, how my gaze has been constructed by 
cinematic culture and how I, as an auteur, shift, alter, and fragment this construction to present 
another way of looking. In this final chapter, I will summarise the structure of my research, my 
conclusions and my contribution to knowledge. 
 
In Chapter 1 I set out the interpretative paradigms of this research project. This chapter 
contained three sections that addressed different aspects of the gendered construction of the gaze 
in cinema, beginning with feminist film theory. Feminist film theory has been employed in this 
project as a cultural lens through which to view cinematic representation. The writings of 
feminist theorists, Simone de Beauvoir, Laura Mulvey, Sandy Flitterman-Lewis, Mary Ann 
Doane, Judith Butler and E. Ann Kaplan have been used to unpack the structural mechanisms 
involved in the production of gendered cinematic representation and, in so doing, created a 
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praxis for change (Flitterman-Lewis 1974, 3). Following on from de Beauvoir’s foundational 
assertion that no gendered body exists that has not already been inscribed by culture (1984, 16), 
and Judith Butler’s conception of gender as a performance (1990, 197), the research undertaken 
throughout the project has analysed this cultural construction of gender, by exploring my 
position both behind, and in front of the camera. Crucial to this analysis is Laura Mulvey’s 
seminal text, Visual Pleasure in Narrative Cinema that was used to set out the key concepts of 
narrative halt, the voyeuristic masculine cinematic gaze and the spectorial construction of 
scopophilia. This research was also influenced by exploring the possible alternate conceptions of 
the gaze called for and proposed by Luce Irigaray and Bracha Ettinger. 
 
Luce Irigaray’s assertion that a woman should be able to find a cultural representation of herself 
free from his-story (1993, 9-10) became the impetus for my research into the construction of the 
gaze. In researching this area critically and creatively, I have explored the sub-symbolic 
possibilities for the gaze proposed by Ettinger. These possibilities were considered in relation to 
screen culture and examined in the 2009 New York exhibition, The Female Gaze, held at the 
Cheim and Reid Gallery. During the process of critical research, I found that while this 
exhibition set out to break down the subject/object dichotomy of the representation of woman 
by presenting works made by women (Cheim and Reid 2009, 1), the included works also 
demonstrated the recognisably masculine, rather than a uniquely “feminine”, gaze. As a result of 
this research I have concentrated on the principle of gender and the gaze as cultural constructs. 
This understanding of the gaze was further explored in the contextual review of artists and 
filmmakers working with representation. 
 
Chapter two of this document detailed the contextual field of the research project. In this 
chapter I examined ways of looking seen in the works of New Wave filmmakers, contemporary 
artists and cultural theorists. In the contextual review I compared and contrasted four films by 
the New Wave auteurs, Agnes Varda and Alain Resnais, to examine how the masculine gaze was 
learnt and constructed by each. In analysing La Point Courte, Cleo From 5 to7, Hiroshima Mon 
Amour, and Last Year at Marienbad I looked at how their gendered representations could be 
deconstructed to show the ways masquerade is utilised differently by Varda and Resnais to both 
construct and reconsider the façade of femininity. Varda’s use of the masquerade in Cleo from 5 
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to 7 became the starting point for the project’s investigation into how a female cinematic gaze 
worked with cultural constructions of masquerade to draw the viewer’s attention to these 
constructs. Luce Irigaray’s writing on mimesis, mimicry and masquerade was key to my 
comprehension of the representations created by Varda, which were then creatively re-imagined 
through the practical research.  
 
Irigaray’s description of femininity as a role imposed upon women by “male systems of 
representation” (1985, 84) formed a crucial lens through which I analysed the films of Varda and 
Resnais as well as the performative works of Cindy Sherman and Candice Breitz. Irigary’s 
proposal that masquerade is perhaps the only path available to women to transform this 
subordinate position of the role of femininity into an affirmation of it, was explored in the 
analysis of Sherman and Breitz’s works.  
 
The works of these key artists were examined to question how an artist performing as filmic 
protagonist could challenge or expand traditional representation. Sherman and Breitz insert 
themselves into their performances of the female protagonist and in so doing enact the 
impossible mimesis presented by cinematic representations. Sherman’s repetitive re-casting of 
the self over seventy times in The Untitled Film Stills forms a productive masquerade that reveals 
the system of cinematic representation to the viewer. This approach was compared in the 
research with Breitz’s strategies of almost hysterical masquerade analysed in the discussion of her 
work Becoming. Both of these artists’ approaches to creating representation transform the 
viewer’s engagement with the female protagonist and open up new possibilities for reviewing 
gendered cinematic representation. 
 
Central to my exploration of how these female artists negotiate representation and gender in 
contemporary screen-based culture was an understanding of how my own experience of 
patriarchal culture and desiring gaze impacted on the works created. Exploring the tension 
between complicity and criticality proposed by Johanna Drucker, I have created screen-based 
installations that analyse my position as both equally seduced and repelled by the constructed 
images of gendered representation in New Wave film making. Key to my understanding of the 
positioning of my works was an examination of Jacques Rancière’s The Emancipated Spectator. 
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Rancière’s writing on the three understandings of the aim of contemporary art was used to 
establish my comprehension of the role of my creative research, which does not seek to provide 
totalistic answers but to instead draw the viewer’s attention to the system it re-presents. I 
explored this understanding of the role of the artwork and its relationship to complicity 
alongside the idea of metamodernism proposed by Timotheus Vermeulen and Robin van den 
Akker. These ideas and their implication for visual artists further developed the cultural contexts 
for my own practice and creative works. 
 
 Metamodernism’s proposal that artists in the present moment look back to previous critical 
dialogues in order to create new landscapes for the future (van den Akker and Vermeulen 2010, 
12) has been crucial to explaining the importance of re-visiting the gendered representations of 
New Wave cinema in the present moment. The creative works have drawn on this system of 
representation to question the masculine structuring of cinematic imagery and to bring the 
spectator’s attention to the enduring presence of this patriarchal system.  The analysis of the 
system of representation in this project has also extended into discussions of spectatorship. The 
writing of Susan Stewart on longing, the miniature and the souvenir was used to contextualise 
the pervasiveness of past spectorial experiences created by the cinema. 
 
Stewart’s writing on longing and the future-past created an important thread in the project for 
reconsidering how objects, or in this case sites such as the cinema, are narrated culturally to 
create desire. I explored how this functions in contemporary art practice by examining concepts 
of the past found in Hiroshi Sugimoto’s Theatres. I explored how Sugimoto recorded historic 
cinematic sites to draw the viewer’s attention to the dialogues implicitly tied to their ornate 
interiors. My analysis of how contemporary artists work with the site of the silver palace led to 
an exploration of the works of Cardiff/Miller. In reviewing  their works I examined how 
spectatorship and desire were constructed in the cinematic diorama work, The Paradise Institute 
and their video walks like the Alter Bahnhof Walk. Exploring these artists’ structuring of the 
phenomenological experience of the viewer and Sugimoto’s evocative treatment of past sites led 
me to develop my own approach to constructing screen-based installations. 
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Chapter 3 of this exegesis described the methodological relationship between the critical and 
creative research in my practice-led project and detailed the various processes of scopophilic 
deconstruction, re-performance, editing, screen-based installation and re-editing employed in the 
creative works. This approach to practice was utilised to shift, alter and fragment cinematic 
representations of the female protagonist drawn from New Wave film making.  
 
The process of scopophilic deconstruction is the first step in the methodological cycle employed 
across the project. Methodically analysing these texts using new media approaches to 
spectatorship enabled me to pause, slow and re-wind the representation of the female 
protagonist. Analysing the imagery in this way opened the filmic constructions up for the next 
methodological approach of re-performance. By re-performing the filmic constructions, I 
explored the narcissism of my gaze and the female viewer’s identification with the mimesis 
presented. The works, The Grove, The Isle and A, tested how my re-performance of the cinematic 
masquerade shifted the constructed representation. Ideas of play and chance were central to how 
the creative practice operates, where previously unexplored possibilities for works, such as the 
partial removal of the protagonist’s body in A, came to light and furthered my understanding of 
the gaze. By re-constructing and recording these representations, I came to understand that 
constructions of gender in cinema are so pervasive that to see a woman’s shoe in the landscape or 
hear her voice talking to us is enough to evoke the physical presence of the protagonist and our 
desire in looking at her body.  
 
This awareness of the cultural construction of desire and the masculine gaze was further tested 
through the process of discontinuous editing of the recorded vignettes. My position as editor of 
the re-constructions was a crucial part of my approach to making as it enabled me to reflect on 
the possibilities present in the re-constructed cinematic vignettes. This process was informed by 
the concept of postproduction proposed by Nicholas Bourriaud. In forging new combinations of 
signs, the postproduction of the cinematic vignettes creates new pathways for viewing and 
understanding cinematic representation. These new pathways for viewing were further explored 
in the practice by creating expanded screen-based installations. 
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Chapter four explored how the contextual field and methodological approach were utilised, and 
how this research is evidenced in the creative outcomes of the project. The expanded field of 
vision created by screen-based installations is most apparent in the works across the sea, silver 
palace and palaces. These key installations create an expanded engagement with the site of the 
idealised cinema palace. By doing so, they alter the viewer’s habitual scopophilic patterns, 
traditionally created in cinema by the voyeuristic separation of their body from the screen 
(Mulvey 1979, 17), to play with a phenomenological experience of viewing. The screen-based 
installations utilise discontinuity strategies associated with New Wave filmmaking to re-position 
the viewer as editor of their experience of the cinematic narrative. By expanding the structure of 
cinematic viewing experience, works such as palaces recontextualise the protagonist’s 
representation as well as the viewer’s phenomenological experience. In presenting a field of 
reconstructed vision these screen-based installations questioned how the masculine gaze is 
culturally constructed and what possibilities for reinterpretation remain latent when working 
within it.  
 
In conclusion, this research project has addressed how artists and filmmakers, regardless of their 
gender, learn the masculine gaze associated with cinematic representations. Analysing the 
construction of the gaze, using both critical and creative research, this project has explored how 
this gaze can be fragmented and re-worked in screen-based visual art practice. The creative 
works have, altered and shifted the impossible mimesis of the female protagonist in New Wave 
films by expanding the field of representation in screen-based installations. These installations 
invite the viewer to gaze once more, to assume the role of editor of their phenomenological 
experience of spectatorship. In doing this it has revealed and re-imagined the latent possibilities 
still present within a dominant gaze created by patriarchal relations of power. Exploring these 
possibilities through creative works that explore the gendered syntax of film, this project has 
analysed how the ‘masculine’ authorial gaze is culturally learnt; and how I, as a female artist, 
have recontextualised this gaze. The project has opened up a field of new possible approaches to 
screen-based installation for my practice, which indicate rich possibilities for further research in 
the future. This practice-led research makes a significant contribution to the exploration of 
gender and the gaze at a time when screen culture has become all-pervasive, and when the 
language of cinema has become integral to the practice of contemporary visual art. In this 
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context, this research project’s explorations of what it means to see and be seen within the 
context of contemporary screen-based art are both timely and necessary. 
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Glossary 
Looking – This term is used to denote the act of passively viewing the cinematic constructions 
of the auteur or artist, while acknowledging that this also involves the negotiation of “social 
relationships and meanings” (Sturken and Cartwright 2001, 10).  
 
Mimesis – This term is used to represent the complex relationship between the image and self, 
where the subject’s identity is formed by a cultural or in this case, cinematic representation that 
the subject can never fully attain. This definition comes from postcolonial discourse, where 
mimesis is used to describe how colonial systems created an ideal construction of the self based, 
not on the native inhabitants’ systems of desire and representation, but instead on white 
European ideals.  
 
Mimicry - Mimicry is defined in the context of this research as the direct mimicking of the ideal 
representation as a way of attempting to complete the desire of mimesis. Explaining how 
mimicry functions in a postcolonial discourse Homi Bhabha states, “Mimicry is, thus, the sign of 
a double articulation; a complex strategy of reform, regulation and discipline, which 
‘appropriates’ the Other as it visualizes power” (1983, 266). 
 
Masquerade - An act of role-playing, where the ideal representation is performed rather than 
mimicked. 
 
Movement Image - Deleuze defines the movement-image as “the acentred set [ensemble] of 
variable elements which act and react on each other” (1986, 217). Interpreting and simplifying 
this definition of the movement-image, Richard Rushton in Cinema After Deleuze explains that, 
“Films of the movement-image are typically defined by a problem or set of problems for which a 
solution must be found” and this is conventionally done in these films through actions and 
reactions (2012, 4).   
 
Metamodernism – This term describes an attitude or feeling found in current contemporary art. 
In their paper Notes on Metamodernism Vermeulen and van den Akker propose that the current 
cultural feeling or zietgiest combines both the idealism of modernism and the skepticism of 
postmodernism where artists continue to question without the expectation of one definitive 
truth or answer. (2010, 5) 
 
Nouvelle Vague – This is the French title for an informal movement of French filmmakers from 
the late 1950s to mid 1960s. Also called the French New Wave, the nouvelle vague was typified 
by the directors’ or auteurs’ desire to create films that responded more directly to their confusing 
post-war lived experience rather than following the format of classical cinema from pre-war 
France. Key features of the films of the nouvelle vague are the unconventional and self-conscious 
use of mise en scène; the overarching authorial vision of the director; and a breaking down of the 
traditional formal constraints of narrative cinema, such as continuity. 
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Time Image - Films that conform to Deleuze’s time-image are primarily concerned with the 
ordering of time rather than movement. Deleuze states that in these films, “Time ceases to be 
derived from the movement, it appears in itself and itself gives rise to false movements.”(1989, ix) 
These films reverse the subordination of time to action associated with the linear cause and 
effect structure of the movement-image, and in so doing break up the completeness of the film’s 
image. 
 
To See – This term is used to signify, not simply the act of looking, but what it means to be an 
“active” viewer. I have used it to specify an act that goes beyond the recognition of systems of 
power inherent to looking: to question, critique and construct visual imagery. 
 
The Gaze – As proposed by Jacques Lacan, ‘the gaze’ in its simplest definition relates to the 
mirror stage, where we gain an awareness of ourselves as objects (Grosz 1990, 77). That is, we 
are seeing that which is outside of ourselves. For Lacan the gaze is also “contingent on the 
possibility of being seen”(Grosz 1990, 79), and the anxiety that this creates.  
 
The Male Gaze – As proposed by Laura Mulvey, this term is used to describe how pleasure in 
looking has been split culturally into “active/male and passive/female” modes (1979,19). 
 
The Masculine gaze – This term is used to describe how cinematic viewers regardless of their 
gender learn the male gaze.  
 
Vision – This term is used to describe the cultural construct of the gaze learnt and employed by 
individual artists/autuers. 
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Supplementary Material 
The Grove, 2007, Digital Video. 
Single-channel excerpt from three-channel video installation with sound, 7:35 minutes. 
https://vimeo.com/39173437 
 
The Isle, 2008-2010, Digital Video. 
Single-channel excerpt from two-channel video installation with sound, 2:49 minutes. 
https://vimeo.com/39389763  
 
A, 2011, Digital Video. 
Single-channel excerpt from five-channel video installation at with sound, 7:13 minutes. 
https://vimeo.com/38006713  
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